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Thi rd Reader _f_e_s_s_o_r 
For my parents 
Die erste Konzeption ist immer die naturlichste 
und beste. Der Verstand irrt, das Gefuhl nicht. 
Raro. 
[The first conception is always the most natural 
and the best. The understanding might err but 




A STUDY OF ROBERT SCHm-1ANN' S HIPRO?,rPTUS, OP. 5 : ITS 
SOURCES AND A CRITICAL AN.-'\.LYSIS OF ITS REVISIONS 
(Order No. ) 
Claudia A. Stevens, D. M.A. 
Bos·ton University Graduate School 
Major Professor: Joel Sheveloff, Professor of Music 
Like a number of early compositions by Schu_rrrann, the Impromptus, Op. 5, 
was considerably revised in later years. It is one of only several works 
whose early and later versions are both included in the complete edition 
of his works published by Brei tkopf and Hartel. Brahms,· co-editor with 
Clara Schumann of this edition, was probably responsible for the inclusion 
of the two separate versions, recognizing the distinct virtues of the first, 
possibly even its superiority to the second. 
The publication of the first (Schnee"':)er 6 ) edition of Op. 5 a:m :::.~s 
divergences frorn tr1e CO!n!)lete edi tio:1 e..re eA-plored irr -:01:e first c:le.p-:e::--. 
The background of the first version, which reflects numerous, disparate, 
and unaccounted influences, is the subject of the second chap~er. It ~ose 
at a time when Schumann was actively engaged in the study of Bach fugues. 
His preoccupation, verified by nu.r:ierous extant sketches of fugue subj e::ts, 
was further enhanced. by yom1g Clara Wieck' s uniq_ue performances of Bac:i. 
At this time Schu.mann was torn between the conflicting practices of iffipro-
visation and a more methodical working out of short moti vie ideas. In :•:ay, 
1832, apparently u..---i.der the amorous influence of a wor:1an knm-m ori.ly as 
"Julie," he composed a four-note motto C-F-G-C, which subseq_uently beca."'.le 
the subject of the fugal finale of his U.."lpublished (and unsuccessfcl) 
Symphony in G minor, appearing in numerous sketches for that ',;ork, as well 
as in independent sketches in diaries and notebooks. Several of these are 
examined in detail. When, almost exactly a year later, Schur.:.a~n aba."ldoned 
work on this symphony, he again turned to writing for the keycoard, deter-
mined to acknowledge Clara in the dedication of a ne" piano work. Clara's 
bravura piano variations, Romance Varie, was still in manuscript when she 
sent it to SchQm~nn, preslli~ably to spark his imagination. He found that 
the theme of this work (which may, in fact, have been partly of his o~-n 
origination some three years earlier) could be superimposed ovey- the four-:-
note motto in a manner resembling the corr.pound theme of Beethoven's Varia-
tions, Op. 35 ("Eroica"). 
The first version of the Impromptus emerged a hybrid variation ~ork, 
acknowledging the influences of Bach and Beethoven. Aspects of theme and 
variation (both of the character and basso ostinato type) are cc~binej with 
freer, more spontaneous elements of "character piece." The se 0;ey-al sketches 
examir.ed in Chapter 3 show that the piece developed :::-apidly, m:.:c::. oi' i-: co::.-
cei ved at tne· t.eyboard. Tt~ derivation of the i.c,di. viiutl Improu:ptus :'~om 
the themes, especially as they exploit the nonharmonic material of the treble 
theme, is thoroughly explored. Conflict and balance of opposing forces are 
sho,:m to play a large part in the success of the first version: the ccnflict 
between freer elements ( departing from the substructure of the t:ie:ne b:;.t 
always derived fro:n it) and more rigorously conformant elements; the balance 
in emphasis of Clara's treble theme and Schu.-::ann' s bass motto. 
The second version, exa.':lined in a fourth chapter, mitigates a ni..:.--::ber 
of idiosyncracies of the first version in the interest of greater formal 
clarity ( the "variation" aspect stressed, the "im}_)ror:r9tu" u..n.der::llned) and 
greater facility of execution. Despite some positive features, the changes, 
which often seem superficially imposed, without a sense of the internal 
tensio~s e.nd balances of the work, are deleterious in their overall effect. 
I~ a last chapter these changes are viewed from the larger pers}_)ective of 
Schu.~ann's whole oeuvre, and are shoim to reflect a ~arked cha.n.ge in his 
aesthetics, both verbal and musical. 
The discussion is supplemented by nu_rnerous nusical exa...rnples as well 
as an appendix containing rare editions of tI'-e Impromptus and Romance Varie. 
v'L 
PREFACE 
Schumann's Impromptus on a Theme of Clara Wieck, Op. 5, represents 
a significant departure from the style of his earlier keyboard miniatures. 
Although in essence a series of short character pieces, the Impromptus 
attempts a new, more rigorous formal organization than that of any pre-
ceding work. Sophisticated techniques of character variation and pro-
cedures of basso ostinato and fugue are employed, the influence of Bach 
and the model of Beethoven clearly acknowledged. Schumann's Op. 5 is as 
uneven as it is ambitious, always attempting and not always succeeding 
to assimilate its disparate forms, thematic materials, and structural con-
cepts, to combine the rigorous and the rhetorical. The chief attraction 
anq fascination of the composition exists in this struggle to contain and 
integrate its eclectic influences. The struggle was never successfully 
resolved, however. A later revised version of the Impromptus only super-
ficially corrects problems of the first version, while posing new ones of 
its own. 
The purpose of the present study is to conduct a comprehensive 
examination of Schumann's Impromptus. Its complicated evolution from 
sketches found in notebooks, as well as studies for an unpublished sym-
phony, has never been thoroughly accounted. Neither have the influences 
of the young Clara Wieck (in particular her Romance varit) and J. S. Bach 
(as revealed in Schumann's diaries and fugue studies) been adequately 
assessed as they relate to the Impromptus . 
. VII-
A detailed analysis of this fascinating work is long overdue. 
Except for the brief study of Werner Schwartz, no thorough analysis 
exists and none but the most superficial attempts to interpret the ex-
tensive revisions of the composition. The third and fourth chapters 
of the present work will provide an analysis of the two versions of 
the Impromptus and a detailed account of changes in the later version. 
The effect of the revisions on the overall structure of the work will 
be explored. Finally, the revisions will be viewed briefly from the 
larger perspective of Schumann's oeuvre as a whole, as they yield in-
sight into the progress of his musical thinking. 
I am indebted to Malcolm Frager, whose investigations of Schumann 
manuscripts and early editions initially provided encouragement for this 
study; to Simone Moritz la Motte for her valuable assistance in trans-
lation; to Leonard Shure, whose standards of excellence and convictions 
regarding the responsibility of the performer were a positive influence 
on the development of the paper; to Murray Lefkowitz, who offered en-
couragement and support·. ~ particular gratitude extends to Joel Shevel-
off, my principal advisor, for his advice, enthusiasm, and valuable help 
in the preparation of this document. 
I would also like to acknowledge the assistance of Wayne D. Shirley 
of the Library of Congress in procuring a photoduplication of the rare 
first (Schneeberg) edition of the Impromptus; Fran~ois Lesure of the 
Bibliotheque Nationale, for providing a microfilm copy of the Richault 
edition of the Impromptus; Pamela Susskind, who obtained a photocopy of 
Clara Wieck's Romance Varie~ Op. 3, from the collection of the University of 
VIII 
California at Berkeley; Martin Schoppe, director of the Robert Schumann 
Haus, Zwickau, D. D.R., for a microfilm copy of Schumann's manuscript 
sketches, no. 4648; Karl-Heinz Kohler of the Deutsche Staatsbibliothek, 
for a photocopy of Schumann's manuscript fragment no. 35 and a microfilm 
copy of various sketches for his early Symphony in G minor, from Auto-
graph no. 36; the West Berlin Staatsbibliothek, Preussischer Kulturbesitz, 
for a microfilm copy of the Stichvorlage of the preface to the second 
edition of the Impromptus, manuscript no. 20430. 
iX 
EXPLANATORY NOTES 
The main source of musical examples in this paper is the complete 
edition of Schumann's works (Gesamtausgabe), published by Breitkopf and 
Hartel and edited jointly by Brahms and Clara Schumann. For convenience 
I have consistently drawn upon the Kalmus pocket score, no. 1114, p. 68-
95, an exact reproduction of the two versions of the Impromptus as they 
appear in the Breitkopf and H~rtel edition, ser. 7, vol. 1. 
Individual pieces within a larger opus are always indicated as 
follows: opus number/number of individual piece. For example, the second 
Impromptu would be designated Op. 5/2, The first version of the Impromp-
tus is simply designated Op. 5; Op. 5A is used only in cases where mate-
rial occurs exclusively in the first version, without counterpart in the 
second (e.g., Op. 5A/4 and Op. 5A/11). The second version is always 
designated Op. 5B, The numbering of measures in the musical examples, as 
well as in the text, always corresponds to that in Appendix C. Here, for 
the purpose of comparison, corresponding portions of the two versions are 
placed side by side; the numbering of their measures as closely as pos-
sible reflects the conformity of the two versions. 
Additions of my own, either in the musical examples or in quoted 
portions of the text, always appear in brackets. Other quoted material 
in parentheses is original. Translations from the German, unless other-
wise indicated, are mine. 
Bibliographical references throughout the paper are noted according 
to the short sigla system devised and practiced by William S. Newman. 
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THE TWO VERSIONS OF SCHUMANN'S IMPROMPTUS 
Schumann's Impromptus, Op. 5, was composed and appeared in its 
first published version in the sUIIIlD.er of 1833, 
11ul,1,;: /3:J.'J.,f,.,;I. 
2 
The title page of the first edition, 1 reproduced above, reveals the rather 
unusual title: IMPROMTUS sur une Romance de Clara Wieck pour le Pianoforte 
,,. /' ' .,,. 
composes et dedies A MONSIEUR FREDERIC WIECK. To its critic, Gottfried 
Wilhelm Fink, this title not only implied seemingly contradictory aspects 
of improvisation and variation (see Chapter 3, p. 55), but the appearance 
of the date of publication, 111833 Aout," on the title page was also deemed 
irregular. In Fink's "unfavorable but restrained" 2 review of the Impromp-
tus in the Allgemeine musikalische Zeitung he suggests rather sarcastical-
ly that, by including the publication date in the title, the composer 
appears to wish to "protect" his own unique treatment of the theme. 3 
Fink's implication is that the title, with its inclusion of the date of 
composition, is pretentious in terms of the actual techniques involved 
in the piece. Schumann could not have been unperturbed by Fink's barbed 
remark, for, in a subsequent letter to Rellstab, his explanation that the 
date was included for no other reason than that it seemed desirable, ap-
pears a deliberate response to Fink. 4 
The unusual circumstances which surround the publication of the 
Impromptus are cited in Schumann's letter to the publisher Hofmeister 
l. Library of Congress. M3.3.S5 op. 5 CASE. The chronology of first 
editions in Boetticher/FORSCHUNGEN, p. 48, indicates that the price of 
18 Gr., shown here, denotes the earliest printing, rather than subse-
quent reprintings of the first version of the Impromptus. 
2. Plantinga/NEUE ZEITSCHRIFT, p. 168. Fink apparently had to be prod-
ded by Schumann to write the review. Cf. Schumann's letter to Fink of 
Aug., 1833 in Schumann/EARLY LETTERS, p. 214. 
3. AMZ, XXXVII (Sept. 11, 1833), p. 616-7. 
4. Jansen/NEUE FOLGE, p. 47. This letter is dated Jan. 13, 1834. Cf. 
Schumann's comments re the Impromptus in his Lebenslauf of 1838, evalua-
ted in Chapter 3, p. 55. 
3 
1 of July 31, 1833. It indicates that the work was intended as a birth-
day gift for Schumann's then friend and mentor Friedrich Wieck. 2 Schu-
mann relates that, as Wieck's birthday falls in the middle of August, he 
feels he cannot ask Hofmeister to publish the composition on such short 
notice and has therefore asked his brothers to undertake the publication 
at their Schneeberg printing establishment. (Schumann does not mention 
in this letter that the Impromptus had already been offered to and de-
clined by Kistner.) 3 He asks permission to allow Hofmeister's name to 
appear on the title page for the purpose of "prestige." Such permission 
must have been granted, for Hofrneister's name does appear with (and in 
larger type than) Carl Schumann's. 
According to Niecks, Hofmeister then published the work in the 
4 following month, September, 1833. Schumann underwrote the cost of pub-
lication, however, which probably accounts for the fact that the plates 
were in his possession when, in November, 1842, he offered to "sell the 
entire opus, with the plates" to Hofrneister. 5 Indeed, the earliest 
edition of the first version of the Impromptus possessing an altered 
1. Niecks/SCHUMANN, p. 139. 
2. The dedication to Wieck seems to have been a "last minute" gesture. 
According to Wasielewski/SCHUMANN, p. 107, the Impromptus were, in fact, 
initially dedicated to Wieck's prodigious daughter, Clara. See Chapter 
2, p. 44 . 
3. Abraham/SCHUMANN, p. 607. 
4. Niecks/SCHUMANN, p. 139. 
5. Jansen/SCHUMANN II, p. 232. The letter, dated Nov. 5, 1842, is in 
response to Hofmeister's re~uest for additional copies of the Impromptus. 
Schumann could not have referred to the plate number, as none existed for 
works published by either Schneeberg (Carl Schumann) or Friese (publisher 
of Opera 6 and 8), according to Boetticher/FORSCHUNGEN, p. 48. 
title page (Titelauflage) appeared ca. 1842, 1 as though in consequence 
of this letter. 
The most perplexing problem which surrounds the second, revised 
version of the Impromptus (hereafter Op. 5B) is its actual date of re-
vision. Wasielewski indicates that the new edition was "prepared when 
Schumann was about forty years old, and edited by himself , 112 hence in 
or about 1850, the same year of its publication by Hofmeister. The 
4 
actual revision, however, may have been accomplished years earlier. As 
early as 1843, a letter by Schumann to Kossmaly expresses dissatisfaction 
with his youthful works, although he does not specifically mention the 
Impromptus: 
"It is with some hesitation that I enclose a package 
containing some older compositions of mine. You will 
readily discover what there is of immaturity and lack 
of finish in them. Mostly they are reflections of my 
agitated former life; the man and the musician at all 
times attempted to express themselves simultaneously, 
and I almost believe that this is still the case - ex-
cept that I have learned to master myself as well as 
my art a little better. . . "3 
Other evidence pointing to the possible revision of Op. 5 considerably 
before 1850 is found in the letter to Hofmeister of November 5, 1842, 
mentioned earlier, where Schumann also proposes the modification of the 
"mystic titles" of the Davidsbiindlertanze, Op. 6. 4 One can, however, 
1. The change in currency on the title page, reflecting that dictated 
by the Saxony Monetary Convention, indicates the "Titelauflage," accord-
ing to Boetticher/FORSCHUNGEN, p. 49. Until now there has not been a 
comprehensive chronology of first printings of Schumann piano works. 
2. Wasielewski/LIFE, p. 78. 
3. Wolff/ON MUSIC, p. 259, 
4. Jansen/SCHUMANN II, p. 232. 
5 
only speculate as to the extent of alterations of the Impromptus which 
he may have contemplated at that time. 1 In the absence of more con-
clusive evidence, it is impossible to determine when and under what 
circumstances Schumann revised the early version. The nature of the 
revisions and their significance for the musical structure and overall 
conception of the Impromptus will be discussed in Chapter 4. Various 
insights into the evolution of Schumann's musical thinking, yielded by 
these revisions, will be presented in the final chapter. 
Early editions of Schumann's piano works are rare and, as yet, un-
catalogued in any one source. The first version of the Impromptus, like 
that of the Symphony in D minor, commonly numbered 4, might have remained 
obscure, were it not for its inclusion, together with the second version, 
in the Gesamtausgabe (hereafter GA) published by Breitkopf and Hartel 
2 from 1879-93, edited jointly by Brahms and Clara Schumann. Hofmeister 
did publish a preface to the second version in 1863 in which some, but 
not all, or even the most significant alterations over the first version 
are enumerated, 3 but this preface went relatively unnoticed in later 
editions of the Impromptus, most of them based on the second version.
4 
1. Rehberg/SCHUMANN, p. 424, expresses but does not support the view 
that Schumann, in the same letter to Hofmeister, was proposing the sale 
of the already-revised Impromptus, the new version, however, not brought 
out until 1850. Cf. Boetticher/SCHRIFTEN, p. 373: "Hofmeister hat denn 
auch den Neudruck der Impromptus, Op. 5 um acht Ja.hre verschleppt." 
2. Clara's Instructive Edition, modeled after the GA, also includes both 
versions. 
3. Stichvorlage of this preface is at West Berlin, Staatsbibliothek, 
Preussischer Kulturbesitz, Mus. ms. 20430. 
4. A notable exception is Pauer/WORKS-m I, p. 89, which includes Hof-
meister's preface. 
The inclusion of both versions of Op. 5 (as well as Op. 6, also 
appearing in two versions) was an editorial decision with which Brahms 
should be credited. In a letter to Clara of August, 1877, regarding 
the editorial difficulties in the compilation of the GA, Brahms wrote: 
"As to the orchestral and choral pieces, I cannot say 
at present how much editorial work they will require. 
The most difficult things are the first piano pieces, 1 particularly those which your husband published twice." 
Another letter, this from Clara to Brahms, bearing the date October 12, 
1879, is especially significant: 
"You wrote to me the other day that the works you were 
sending (to Hartels) had already gone, but you still 
have Op. five and six. 112 
6 
Brahms apparently took particular time and trouble over these two com-
positions. His ultimate decision to include them in both their versions 
is, in my view, aesthetic as well as practical in its motivation. Clara 
might have been less likely to publish the early versions. 3 
That Clara Schumann often sought to impose her own aesthetic and 
practical values upon Schumann's piano works is well known. In her piano 
teaching Clara emphasized the "spirit" (as she perceived it) of Schumann's 
1. Litzmann/LETTERS II, p. 22. Cf. Rehberg/SCHUMANN, p. 424. 
2. ibid. , p. 52. 
3. The publication of the original (1841) version of the Symphony in 
D minor, also at the instigation of Brahms, drew an angry response from 
Clara Schumann some twelve years later. See in particular their corres-
pondence of Oct. 10-6, 1891, in Litzmann/LETTERS II, p. 201-4. See also 
Abraham/THREE SCORES, which conducts a comparison of early and revised 
versions of the Symphony in D minor. 
7 
works, rather than a more literal interpretation of his directions. 1 
She may have felt that her greater objectivity and superior practical 
insights, yielded by a pianistic prowess considerably surpassing Schu-
mann's, justified such changes in his compositions as are present in 
her Instructive Edition (seep. 9, note 1). Always wishing to present 
her deceased husband in the best possible light, Clara might have sup-
pressed the early versions of Opera 5 and 6, with their often greater 
spontaneity and vividness of imagination, in favor of the more apparent 
technical mastery of the later versions. 
In compiling the GA Clara and Brahms had recourse to original man-
uscripts, early editions, and Schumann's own bound and complete collec-
tion of first editions. On the first page of each work in this collection 
Schumann has written such particulars as the time and place of its com-
position, in addition to personal remarks and other information. 2 He has 
also corrected various printing errors in ink, Clara correcting other, 
less significant errors, probably later, in pencil. These corrections, 
according to Boetticher, are so few and insignificant that they establish 
the first edition as the most reliable source of Schumann's works. 3 In 
consulting these bound editions in preparation for the GA, Clara indeed 
noted that the later editions of Schumann's works were not as reliable as 
1. Cf. de Lara/TEACHING, p. 146-7, 
2. Boetticher/FORSCHUNGEN, p. 51. Schumann's bound collection is at the 
Schumann Haus, Zwickau, the Impromptus in the first volume. 
3, ibid., p. 50-9, Boetticher attempts to establish the superiority of 
first editions over the GA, or even manuscripts and corrected proofs. He 
regards the first edition as Schumann's "final word." 
earlier ones: 
"I have compared all the pieces sent me by Hartel 
with my husband's books and there is hardly a copy 
which is right. Herzogenberg is going. to find 
some of the old editions in Leipsic. 111 
Clara also sought original manuscripts when possible: 
"As to the Impromptus and the Papillons, I have begged 
Hartels to look for the manuscript at Hofmeisters."2 
Brahms responded in the following month as though dismissing the need 
to consult manuscripts: 
"I have always found Hartel' s early editions, as well 
as several others, so excellent that one cannot do 
better than to follow them as exactly as possible. . . 113 
The Gesamtausgabe, then, is grounded upon careful evaluation and com-
parison of the most reliable sources of Schumann's early piano works, 
their earliest editions. 
8 
The absence of an original manuscript or corrected proofs of either 
version of the Impromptus does not, therefore, invalidate a comparative 
investigation of the two versions of this composition. The present 
1. Litzmann/LETTERS II, p. 30, from a letter of March 21, 1878. 
2. ibid., p. 39-40, from a letter of Nov. 7, 1878. 
3. "Ich habe immer gesagt, dass ich die al ten Ausgaben Schumannscher 
Werke bei Hartel und einigen andern so vortrefflich finde, dass mann 
nichts Besseres tun kann, als moglichst genau nachzustechen ... Als 
Redakteur hatte Schumann sich wohl gewohnt, auch an den Stechen zu denken. 
Ich glaube ... dass er sich auch das genaueste auch um die Unordnung fur 
den Stich kmmnerte." These comments are found only in Litzmann/BRIEFE II 
(1927), p. 162-3. Cf. Brahms' subsequent letter to Clara in Litzmann/ 
BRIEFE II, p. 169. 
textual study is hampered, rather, by my inability to consult the most 
authoritative sources of this work, Schumann's own copies of the first 
editions of both versions, in which he presumably made some corrections 
in ink. It is impossible, therefore, to ascertain definitively whether 
existing disparities between the GA and the first Schneeberg edition 
(see Appendix B) or subsequent Hofmeister edition of the second version 
reflect Schumann's own emendations, editorial changes by Brahms or Clara 
Schumann, or engraving errors in the GA itself. The GA, however, con-
tains so few and, for the most part, such insignificant alterations over 
the first editions, most of which appear to be errors in engraving, as 
to render it sufficiently reliable for the purpose of analysis and com-
parison of the two versions. 1 
The most serious inconsistencies between the GA and the original 
editions of the Impromptus are differences in articulation markings, 
particularly accents, staccatos, and slurs. In some instances the GA 
corrects obvious engraving mistakes in the original editions, possibly 
even the same corrections made by Schumann in his personal copies. It 
can also be observed that the GA departs less from the original edition 
of Op. 5B than from that of the first version. 2 Probably many of the 
engraving errors in the first (Schneeberg) edition were corrected in 
the process of bringing out the revised version, although, as Boetticher 
1. Schumann/WERKE-m, ser. T, vol. 1, p. 68-95, The GA should not be 
confused with Clara Schumann's Instructive Edition, based on "manuscripts 
and personal recollections," also published by Breitkopf and Hartel in 
1887. This edition departs considerably from the GA, particularly in its 
metronome indications. See Schlotel/METRONOME, p. 111. 
2. Cf. Boetticher/FORSCHUNGEN, p. 59-76, 
10 
has noted, the second versions of Opera 5, 6, and 13 in no way indicate 
the correction of all engraving mistakes; conversely, not all changes in 
1 detail can be attributed to the correction of errors. For those inter-
ested, the differences between the GA and the earliest editions have been 
enwnerated below. 
The title of the Impromptus, first version, is translated somewhat er-
roneously in the GA from "Impromtus sur une Romance" to "Impromptus u.ber 
ein Thema." The unusual spelling of "impromptu" in Schneeberg has been 
emended in the GA. 
In Op. 5/2 the tie connecting c', m. 33-4, is missing in the GA. 
In Op. 5/3 the piano indication in the right hand, m. 49, has been removed 
in the GA. The original edition has no staccato on the first eighth note 
in the treble, m. 55, as in the GA. In m. 58 the tie connecting c' is once 
again missing in the GA. In m. 60 the slur in the tenor of the GA does not 
appear in Schneeberg. The forte indication in the uppermost voice, m. 73, 
is missing in the GA. 
In Op. 5/4 the mezzo forte indication in the bass occurs on the first beat 
in the GA; in Schneeberg, on the second quarter note. At m. A89 a stac-
cato on the initial Gin the bass is found in the GA; this is absent in 
Schneeberg, although that in m. A891 (albeit in a different context) has 
a staccato. Also in m. A89 Schneeberg indicates the fingerings 5-4-5 for 
the first three sixteenth notes in the treble; the GA, the first two six-
teenths, 5-4, only. In m. A92 the slur in the tenor occurs between the 
second and third sixteenth notes in Schneeberg, not between the first and 
third, as in the GA. 
In Op. 5/5 the phrase mark connecting the bass of m. 100-1 with the next 
system in Schneeberg is missing in the GA, a relatively serious error. 
In Op. 5/7 Schneeberg indicates no slur in the bass between the fourth 
sixteenth note and subsequent eighth note in the second ending. In m. 139 
the accent on the last sixteenth note in the bass (Schneeberg) is missing 
in the GA. In m. 146 a sforzando, given only to the treble in Schneeberg, 
occurs also in the bass in the GA, while in m. 147 the accent in the treble 
on the second beat (Schneeberg) is missing in the GA. In m. 1371 the final 
syncopated chord lacks a tie on f" in the GA. 
1. Boetticher/FORSCHUNGEN, p. 71, note 190. 
11 
In Op. 5B/8 the pedal markings are missing in the final measure of the GA.1 
In Op. 5/9, m. 171, the sforzando in the treble on the first beat in the 
GA does not appear in Schneeberg, while the fortissimo in the same measure 
of Schneeberg is missing in the GA. In m. 176 an accent occurs in the 
bass on the second beat in the GA, where none is found in Schneeberg. 
In Op. 5/10 slurs from G to C in the bass, m. 195-6, and treble, m. 196, 
as in the GA, are absent in Schneeberg. Rather than an engraving omis-
sion in Schneeberg, the structural interval G-C, terminating the falling 
fifth motive C-F-G-C (see Chapter 2), may have been deliberately emphasized 
in Schneeberg by its different articulation. 
In Op. 5/11 the Fb on the last eighth note in m. A242 (GA) is an obvious 
correction of the missing flat in Schneeberg. In m. A248 an accent found 
on the second beat in the treble in Schneeberg is missing in the GA. 
In Op. 5B/10 the tie connecting c", m. 341-2, is missing in the GA. In 
m. 351 the tie in the GA should extend from the treble G on the first beat, 
rather than from that on the third sixteenth. 2 
In Op. 5/12, m. 285-8, 408-11, and 422, the wedge accents in the bass of 
Schneeberg have been replaced by staccatos in the GA. This is a rather 
serious misrepresentation, for the wedge, as used by Schumann, is not al-
ways as short as the staccato and implies the strongest possible accent.3 
In m. 357 Schneeberg has no staccato on the fourth eighth note in either 
treble or bass; the GA places a staccato in both, while in m. 362 the 
first eighth note in the alto, staccato in Schneeberg, has no such indica-
tion in the GA. Also the accent on the third sixteenth note of the alto 
in m. 389 (Schneeberg) is missing in the GA. In m. 421 the bass note G, 
obviously correct in Schneeberg, appears as Fin the GA (this error cor-
rected in Op. 5B). 
The following chapter will discuss the evolution of the first version 
of the Impromptus from early sketches and examine the various and disparate 
influences which it reflects. 
1. Boetticher/FORSCHUNGEN, p. 67. 
2. loc. cit. 
3. Boetticher/FORSCHUNGEN, p. 70. 
CHAPTER II 
EARLY EVOLUTION OF THE IMPROMPTUS 
Schumann's Impromptus, Op. 5, is actually a set of variations 
employing two distinct themes. 1 The most characteristic feature of 
the first is its opening gesture of two consecutive falling fifths: 
Example 1. Op. 5/1, m. 1-13 
......--
c_,..... ..... 
~~;gm;;;g 1£ ,liJ ; ~la! lit"r&I·•·-
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This sixteen-measure theme occurs unaccompanied in the bass in an intro-
ductory statement and is then repeated in entirety, underscoring the 
subsequent second theme: 
Example 2. Op. 5/1, m. 17-32 
1. Nelson/VARIATION, p. 93, includes certain variations from the Im-
promptus in the category of double variation. 
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Entitled "Romanza" in the first and "Thema" in the revised version of the 
Impromptus, the above melody is also the theme, Romanza, of Clara Wieck's 
early variations, Romance Vari€{, Op. 3: 
Example 3. Romance Varie', Op. 3, m. 6-21 1 
' . 
ROMANZA. . ..... 
' , 
These two themes have separate and interesting backgrounds. The 
bass theme, with its characteristic opening, has particular importance. 
Its two descending fifths combine to form a four-note motive, C-F-G-C, 
which appears in numerous diaries and sketches, including those for an 
early symphony in G minor. Schumann seems to have been obsessed with 
this motive, attaching personal as well as musical significance to it, 
continually striving to find the ideal treatment and context for it. 
The motive thus becomes a "tonal analogue of emotive life, 112 attains the 
/ 
1. Schumann/ROMANCE VARIE-m, p. 2. 
Jan. 13, 1834, in Jansen/NEUE FOLGE, 
position of the theme. 
2. Sams/TONAL ANALOGUE, p. 4o4. 
Schumann's letter to Rellstab of 




status of a "motto." This chapter will trace the history of Schumann's 
obsession with the four-note motive. It will also examine the rather 
mysterious genesis of the treble theme of the Impromptus. Although at-
tributed to Clara Wieck, this melody first appears as a sketch in Schu-
mann's own diary, but does not reappear in any other Schumann source until 
some three years later, considerably after Clara had used it as the theme 
of her Romance Vari/. Schumann's combination of the two themes in his 
Impromptus was probably a sudden and spontaneous inspiration, conceived 
when he actually set about composing a piano piece on a theme by Clara 
1 Wieck. between May 26 and May 30, 1833. This chapter will examine the 
circumstances surrounding the composition of the Impromptus, the many 
and disparate influences brought to bear upon it. 
Let us first consider the theme of Clara Wieck's composition. The 
Romance Vari/was published by Hofmeister in late July, 1833, 2 but must 
have existed in manuscript for several years previously. In an appendix 
to his definitive biography of Clara Schumann Litzmann lists this work 
among those performed for the first time by Clara in 1831, 3 The Rehbergs 
also refer to it as Op. 3 "from the year 1831,"4 
1. Abraham/JUGENDSINFONIE. p. 57, cites Jansen/NEUE FOLGE, p. 537, as 
the source of these dates. 
2. Its exact date of publication is unavailable. Wasielewski/LIFE, p. 77, 
indicates its publication shortly before the Impromptus. See also Clara's 
letter to Schumann of Aug.1.1833, in Litzmann/SCHUMANN, p. 58-9, which 
reveals that her Op. 3 has just been printed. 
3. Litzmann/SCHUMANN III (1902), p. 617. 
4. Rehberg/SCHUMANN, p. 669. Cf. Boetticher/ZITATPRAXIS, p. 70, suggest-
ing that the piece may have arisen out of her Variations on an Original 
Theme, first performed in Nov., 1830. 
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The automatic assumption that the theme of Clara's Romance Varie", 
later the treble theme of the Impromptus, originated with Clara Wieck 
is questioned by evidence. Schumann's diary reveals that he knew this 
theme as early as September 30, 1830. The following sketch appears in 
Tagebuch 5, together with several others, under the heading "Von Pader-
born n. [ach] Detmold": 
Example 4. Diary Sketch 1 
From the projected itinerary of his autumn travels (p. 3 of the same 
diary), a letter to his mother. 2 and an actual account of the journey 
between Paderborn_and Detmold (p. 12 of the diary), that particular jour-
ney, and hence the musical fragment, can be dated September 30, 1830. 3 
(Schumann had just terminated his studies at Heidelberg University and, 
before commencing his work with Friedrich Wieck at Leipzig, undertook 
various travels. Intending to get as far as Holland, he was prevented 
1. Schumann/TAGEBUCHER I, p. 321, on p. 47 of Tagebuch 5. 
2. The letter of Sept. 27, written from Wesel, is in Schumann/EARLY 
LETTERS, p. 120-1. 
3. According to Schumann's account of Sept. 30, he began his day in 
two hours of practice in bed, presumably on the silent portable keyboard 
which then accompanied him on his travels. He then resolved to journey 
to Detmold, apparently to visit his school friend Rosen. 
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in this by insufficient funds.) The above sketch appears directly be-
neath one entitled "Allegretto al Paganini," itself preceded by another 
with the heading "Auf d. [en] Weg v. [on] Munster n.(ach) Paderborn," a 
four-measure Allegro. These sketches, apparently arising from the same 
journey, were written down on September 28 or 29, between Munster and 
1 Paderborn. 
Because Schumann had been in Heidelberg since May, 1829, and out 
of touch with the Wieck's, 2 he could not possibly have heard the above 
example as a theme by Clara, even had she composed it as early as the 
autumn of 1830, Also, had the theme been of Clara's origination, Schu-
mann would have been likely to annotate it as such in his diary. It is 
likely, then, that Schumann himself composed the first several measures, 
afterwards passing the idea on to Clara, who extended and developed it 
into the theme of her Romance Variff. Schumann probably forgot about this 
early scribble, rediscovering it years later in the guise of Clara's 
Romanza. 
It is interesting to note the similarities and differences be-
tween Schumann's sketch and Clara's theme, both reproduced on the next 
page. 
1. Because of their headings, all of these sketches, although they are 
found on p. 47 of the diary, while the actual entries for the days in 
question occur on p. 10-3, were almost certainly written during late Sept., 
1830. The dating of certain materials from Tagebuch 5 is, however, not 
without its problems, as this notebook also contains numerous miscellaneous 
(and often undated) entries from 1832 and later. 
2. Except for some correspondence with Friedrich Wieck, e.g., letters 
of Nov. 6, 1829 and Aug. 21, 1830 in Storck/LETTERS, p. 47 and 53. 
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Example 5A. Diary Sketch 
r 
Example 5B. Romance Vari✓, Op. 3, m. 6-9 
. . . 
ROMANZA. . . --. . , 
. . 
Both have a tonic pedal in the bass (Clara's extends for the first four 
measures). Clara's melody closely resembles that in the sketch, except 
form. 4, where Schumann's melody becomes tonally ambiguous. Clara also 
avoids the strident harmony of the final measure of the sketch, with its 
unprepared and unresolved dissonances in the treble and tenor. Her alto 
follows the sketch very closely, although she does not emphasize it with 
accents. 
It has been suggested that this theme, as employed by Clara in her 
variations, might have provided the inspiration for Schumann's motive of 
1 falling fifths (Example 1), composed later. But neither Clara's version 
of the theme, nor its subsequent treatment in her Romance Vari£l, reflect 
a conscious motivic use of falling fifths. To be sure, the bass in the 
1. Chissell/SCHUMANN, p. 17, 
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seventh and eighth measures of her Romanza (Example 3) outlines the de-
scending fifths G-C-D-G, but only in a conventional cadential situation, 
and if the falling fif'th motto is incipient in the bass of Clara's fourth 
variation, m. 1-3 (see Appendix A), it is without motivic implications. 
Clara's composition does not reflect an awareness of the potential for 
"motival [sic] construction," 1 that is, development of motives derived 
from the theme. Contrasting figurations provide the needed variety, al-
though the expressive indications of some of the variations (e.g., "Es-
pressivo e Pesante" and "Lento a piacere") betray an attempt at charac-
terization. This work will be discussed later in an evaluation of its pos-
sible influence on the composition of Schumann's Impromptus. 
Even assuming that the theme of the Romance T,,arie' originated with 
Schumann, most evidence indicates that his falling fif'th motive had no 
initial connection with it (despite the coincidence that the notes C-F-G-C 
harmonically underscore its first four measures), and that Schumann only 
later became aware of the possible wedding of the four-note motive, over 
which he labored during the year from May, 1832 to May, 1833, and the theme 
of Clara's Op. 3, with which he probably had to refresh his memory in May, 
2 1833, just before composing the Impromptus. 
The fragment of September, 1830 (Example 4) itself provides the best 
argument in support of the independent origination of the motto C-F-G-C. 
1. Nelson/VARIATION, p. 107, Nelson considers such construction to be an 
essential attribute of the character variation, giving it a superior organic 
unity to other preceding variation types. 
2. Cf. Schumann's letter to Clara in Schumann/EARLY LETTER3, p. 198, re-
questing that she send him her "variations," presumably for study. 
In this sketch Schumann is more concerned with texture than motive, with 
the linear properties of the theme - that is, delineation of the inner 
voices against a tonic pedal - than with its harmonic implications. A 
statement of its harmony in root position, which could result in con-
secutive fifths in the bass, seems far from his thinking and renders it 
unlikely that such a motive could arise from the theme as treated in the 
sketch. This deduction is further substantiated by Gertler's study of 
1 Schumann sketches, paraphrased in part in the remainder of this para-
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graph. In his early creative period Schumann was apparently unfavorably 
disposed towards the thematic working out of an original musical idea 
(Einfall). Like a diary entry it served to capture a particular experience 
or mood and, as such, was often inscribed with the date and the particular 
mood or circumstance which engendered it. To effect alterations in such 
material, then, is to diminish its power to recall that initial mood. The 
musical sketch itself, unlike Beethoven's typically simple and pregnant 
motive, is a "germ" (Keimzelle) from which a musical phrase emanates, but 
a germ in which the mood or character of the phrase must already be present 
in all its complexity. Because the idea is usually discovered at the piano 
2 it is generally a complete keyboard texture. 
Schumann's inspiration for the motive (or motto) C-F-G-C, although 
well documented, is not clearly evaluated in any one source. Such wide-
ly diverging influences as the singer Agnes Carus and Haydn's String 
1. Gertler/SCHUMANN, p. 12. 
2. Cf. Brown/AESTHETICS, p. 106: "Schumann's desire to achieve interest-
ing keyboard effects sometimes governs his harmony." 
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Quartet, Op. 76/2 1 are cited by various sources. Others, ignoring the 
fact that Clara Wieck was then a child of twelve, and Schumann's interest 
in her could not yet have been a romantic one, credit her with the amorous 
inspiration of the motto. It will be shown that Clara's role in its de-
velopment was other than what is often assumed, and that she, J. S. Bach, 
and a mysterious woman known only as "Julie" must be considered equally 
in the formulation of the idea. 
Let us first consider the contribution of Clara. In the spring of 
1832 Schumann was thrown into a state of excitement over the return of 
Friedrich and Clara Wieck from an extended tour and two-month residence 
in Paris. He relied very much upon the encouragement of Friedrich Wieck, 
then his mentor in composition, and the example of the pianistic prodigy, 
Clara. During May his diary contains numerous references to Clara's new 
and more vigorous way of playing, inspired apparently by the stiffer action 
of French pianos, 2 her precociousness, insight, and imagination. 3 There 
is little question but that, even at this early age, she was a source of 
the highest artistic and professional stimulation to Schumann, arousing 
his deepest admiration, if not envy. 
Schumann had only recently terminated his study of counterpoint with 
1. Schauffler /FLORESTAN, p. 51. According to Schauffler, Schumann "un-
consciously" borrowed the motive from the opening of Haydn's Quinten Quar-
tet. He refers to it as the "Haydn source-motive." 
2. Litzmann/SCHUMANN, p. 43-4. See also Schumann/TAGEBUCHER I, p. 383: 
"Sie spiel te. . . wie ein Husar." 
3. Cf. diary entries of May 3 and 10, 1832, in Schumann/TAGEBUCHER I, 
p. 383 and 386-7. 
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Heinrich Dorn1 and was now working on his own with Marpurg's Abhandlung 
der Fuge as guide and Bach's Well Tempered Clavier as model. In a let-
ter of July 27, 1832, to Baccalaureus Kuntsch, his former piano teacher 
at Zwickau, Schumann writes: 
"Otherwise Sebastian Bach's Wohltemperiertes Klavier 
is my grammar, and is certainly the best. I have 
taken the fugues one by one and dissected them down 
to their minutest parts. 112 
But it was Clara's playing which breathed life into the fugues of Bach, 
illuminating their deeper meaning for Schumann. His description of her 
performance of Bach's second fugue (presumably from the Well Tempered 
Clavier) is of particular interest: 
"Clara played Bach's second fugue to me clearly and 
plainly and with beautiful play of color. The fugue, 
into which living color is introduced, is no mere 
piece of skill, but a work of art. 113 
These repeated references to performance and analysis of the Well Tempered 
Clavier reflect Schumann's preoccupation with canon and fugue composition. 4 
1. In April, 1832; he began his study with Dorn in July, 1831. Eismann/ 
QUELLENWERK I, p. 74-7, contains letters and documents re Schumann's work 
with Dorn. 
2. Schumann/EARLY LETTERS, p. 1 79. 
3, Litzmann/SCHUMANN, p. 44, incorrectly dates this entry May 25, 1832; 
Schumann/TAGEBUCHER I, p. 395-6, yields the correct date, May 24, 1832, 
Dadelson/SCHUMANN, p. 49, discusses Schumann's attitude towards the inter-
pretation of Bach. The preludes and fugues were to be performed "in the 
style of romantic piano pieces, with all the nuances and shadings which 
the style entailed." Their polyphonic intertwinings suggested a fantas-
tical train of moods and expressions. The fugues in particular were viewed 
as "character pieces of the highest sort, each requiring its own expression, 
its special 'light and shadow. '" Cf. Schumann/SCHRIFrEN, p. 354, and 
Wasielewski/SCHUMANNIANA, p. 92, re Schumann's own performance of Bach. 
4. See his letter to Dorn of April 25, 1832, in Storck/LETTERS, p. 73-4. 
Of this period Schumann would write in retrospect that his continual 
involvement with Bach (during 1831) provided the stimulus for the com-
1 position of the Impromptus. 
Then, in an entry dated May 29, 1832, Schumann's diary discloses 
an abundance of information: 
"This evening I tore through six Bach fugues arranged 
as duets, at sight, with Clara. The Dutch maid gave me 
a gentle, sweet kiss and, as I arrived at home towards 
nine o'clock I sat myself down at the piano and ideas 
poured from me till veritable flowers and gods seemed 
to stream from my fingers. The idea was CFGC."2 
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This emotionally charged entry requires some clarification. In Schumann's 
early diaries very diverse elements - notes of the day's activities, re-
flections, poetic metaphores, and business transactions - are often thrown 
together in what seems a deliberate attempt at dramatic juxtaposition. In 
this case the "holl~ndischen Maid," who apparently inspires the motto, 
cannot automatically be assumed to be Clara. Rather than some mystical 
or fictitious being, she is identified in several sources as the singer 
Agnes Carus, whose husband, a physician, was a friend of the Schumann 
family. 3 This seems unlikely in light of earlier diary references to the 
Dutch woman. According to entries dating from :May 7, 1832, she was employed 
1. Boetticher/SCHUMANN, p. 224, cites Schumann's recollection in his 
Lebenslauf of 1838. 
2. Translated mostly in Chissell/SCHUMANN, p. 18. This is the latter 
portion of the entry; the earlier describes conversations about Dorn, 
Wieck's connnents to Dorn re the deplorable state of counterpoint in France, 
etc. See Schumann/TAGEBUCHER I, p. 400. 
3. E.g., Sutermeister/SCHUMANN, p. 83. 
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at or frequented "die Waffelbude," apparently a restaurant also frequented 
by Schumann and his friends. Schumann comments with admiration on her 
Greek profile, seductive manner, and naivet£f'. 1 After his first encoun-
ter with this woman he returned repeatedly to "die Waffelbude," comment-
ing on May 11: "The Dutch girl and the handkerchief - forcible stifling 
of everything sensual in myself. "2 An entry of May 26 describes the state 
of euphoria induced by Schumann's first romantic confrontation with the 
"Maid," not unlike that depicted in his famous entry of May 29: 
"But then, with the lovely Dutch girl, to whom the 
name Julie does injustice, I once again found her 
pure, unassuming nature. And then a first, gentle 
kiss - and then how her eyes shone!"3 
At the core of Schumann's inspiration on that evening, then, is a mysteri-
ous woman he had encountered in a cafe. The talents of Clara Wieck and 
the fugues of Bach contributed to an artistic and spiritual climate in 
which the motto could germinate. 
During this early period Schumann faced a particular dilemma in com-
position: the problem of developing his abundant musical ideas. His ten-
dency to compose at the keyboard often resulted in long phrases, texturally 
complete (seep. 19) and not amenable to development. It was perhaps out 
of his own frustration that Schumann so heatedly took objection to Dorn's 
., 
1. Entries of May 7 and 10, 1832, in Schumann/TAGEBUCHER I, p. 386-7. 
2. ibid., p. 387. 
3. ibid., p. 398. Schumann's attraction to English women is often cited, 
but he apparently also maintained a fascination with Holland and things 
Dutch. In a letter to his mother of May 8, 1832, in Storck/LETTERS, p. 77, 
Schumann confesses to spending his evenings in the "Dutch manner." 
emphasis on development, complaining in 1831: 
"whosoever has a beautiful thought, let him not worry 
and caress it till it is vulgar and profaned, as many 1 composers ( like Dorn) do, calling this 'development. '" 
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Schumann's manner of composing began to undergo a change during 
1831-2, the period corresponding to his extensive study of Bach. Letters 
and diary entries confirm that he had cone to rely less upon inspiration 
born of spontaneous improvisation at the piano (although the falling 
fifth motive apparently arose in this manner), and more upon working out 
a thematic idea away from the keyboard over more extended periods of time. 
There can be little doubt that Schumann's extensive study of counterpoint 
and his analyses of Bach fugues contributed to this new, more objective 
attitude. He writes on January 11, 1832: 
"But I certainly feel that theoretical studies have had 
a good influence on me. Formerly I wrote down everything 
on the impulse of the moment, but now I follow the course 
of my ideas more, and sometimes stop short and look round 
to see where I am. 112 
This altered manner of composition by working out and following up short 
motives (like C-F-G-C) gave rise to a new problem: limitless possibilities 
for development. Shortly after composing this motive Schumann professes 
the dilemma concomitant with his new attitude of responsibility, the 
amassing and organization of Quantities of material: 
1. Chissell/SCHUMANN, p. 7. 
2. Schumann/EARLY LETTERS, p. 155. 
"I compose easily and rapidly, but in working it out 
I am always trying all sorts of experiments, which 
almost make me despair. I should be very glad if all 
the pieces could appear at short intervals and in a 
certain order. 111 
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The many sketches exploiting the motive of May 29, 1832 exemplify 
the numerous avenues explored by Schumann in its development and attest 
to his growing seriousness and maturity as a composer. Although he would 
return to composing at the piano in spontaneous outbursts, not abandoning 
this practice until 1845, 2 this early period is clearly prophetic of later 
preoccupation with fugue composition and repeated homage to Bach, whether 
verbal or musical. 3 
In his diary Schumann already seems to attach a more than amorous 
significance to the four notes C-F-G-C, as though sensing the implica-
tions they would have for future works. Quite probably the motto already 
appeared to him as a potential fugue subject for use in his contrapuntal 
studies. 4 Possibly he already envisioned its use in a projected composi-
tion. Whatever the portent of the motive at that particular instant, 
Schumann would toil over it for a full year before it took final shape in 
the Impromptus. 
1. Schumann/EARLY LETTERS, p. 173, The letter is dated June 3, 1832. 
2. Cf. Schumann's declaration in Gertler/SCHUMANN, p. 36: "From 1845 
onwards, when I began to invent and work out in my head, a quite dif-
ferent way of composing began to develop. . . " 
3. Stam/RUCKSCHAU traces the course of Schumann's involvement with 
Bach throughout his career. 
4. Boetticher/SCHUMANN, p. 604, provides a thematic catalogue of un-
published fugues and fughettas "aus den Fugengeschichten." Here are nu-
merous fugue subjects employing ascending and descending fourths and 
fifths. Beneath one such Schumann writes: "Das Thema ist gut und las st 
viel Harmonien zu." Another bears the comment, "Gutes Thema, auszuar-
beiten." 
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The sketches in which this motive appears are as varied as they 
are numerous and widespread. The most important source of such sketches 
was the private Wiede Collection in Aigenstadl, West Germany. This in-
cluded five manuscript sketchbooks, several of which contain studies of 
the motive, and an isolated manuscript numbered 283, a series of contra-
puntal exercises based on the same motive. Unfortunately none of these 
manuscripts was available for study. The collection was closed in recent 
years owing to litigation of the estate of its deceased owner, Alfred 
Ancot. Because it was very recently distributed among a number of heirs, 
I have been unable to ascertain the whereabouts of the sketchbooks in 
question and manuscript no. 283.
1 
The sketchbooks contain studies of varying lengths for early piano 
2 
works, the most extensive being those for Papillons, Op. 2. The fourth 
oook includes a study listed as "Fugue Nr. 3" under the heading ( apparently 
not by Schumann) "Kontrapunktischen Studien aus den Jahren 1831/32. 113 Ac-
cording to Boetticher the fugal treatment of the motive C-F-G-C contained 
in this fourth sketchbook indicates that it was initially conceived as a 
"Vokalsat z. . . ( 'a cinque voci' ) . " Over a hundred measures in length, it 
4 
corresponds to the fugal portion of the last Impromptu beginning at m. 313. 
The third sketchbook apparently contains exercises (twenty-eight measures 
in length) in fugal treatment of the motive, but with a tritone instead of 
1. See also Redlich/DISCOVERIES and Frager/MANUSCRIPT. 
2. Dale/SCHUMANN, p. 15. 
3. Schwartz/SCHUMANN, p. 15. Abraham/JUGENDSINFONIE, p. 57, indicates 
this as the earliest form of the fugue occurring in the Symphony in G minor 
and in Op. 5. 
4. Boetticher/ZITATPRAXIS, p. 67. 
the opening fifth, hence C-F#-G-C. 1 Boetticher also reports that the 
isolated manuscript no. 283 contains fugal elaborations of the theme 
marked by an ever increasing density of sound through the addition of 
contrapuntal voices. 2 
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Another sketch utilizing the four-note motive is fortunately 
available, found in Tagebuch 5. As has been shown, most of this diary 
dates from the autumn of 1830, many entries not in chronological order. 
The problem of dating its materials is further compounded by their inter-
spersion with financial transactions, sketches, and other entries pre-
sumably from 1832, and even concert notices which correspond to some 
that appear in the Neue Zeitschrift fur Musik during 1834. The entries 
of 1832, again not in any particular order, seem to correspond to a jour-
ney to Dresden undertaken by Schumann and Friedrich Wieck in late June, 
1832, 3 Having taken leave of his regular diary, 4 Schumann again turned 
to Tagebuch 5, containing a journal of earlier travels, to record impres-
sions, financial transactions, 5 and musical sketches of this particular 
. 6 excursion. 
The sketch in question (or rather, four brief sketches, each four 
1. Boetticher/ZITATPRAXIS, p. 67. Cf. Ex. 6, nos. 3-4, p. 28. 
2. loc. cit. 
3, Schumann announces the impending journey to consult with doctors over 
the injury to his right hand in a letter to his mother of June 14, 1832, 
in Schumann/EARLY LEI'TERS, p. 176. 
4. In an entry of June 22, 1832, Schumann writes in Tagebuch 7: "Heute 
Abends geh' ich nach Dresden; ich wollte nur vom Tagebuch Abschied nehmen .. 
. . Die Intermezzis mit Doppelfuge sollen dart fertig werden. Adieu, liebes 
Tagebuch ! " in Schumann/TAGEBUCHER I, p. 410. 
5, Those on p. 14 and 36 of Tagebuch 5 refer specifically to this journey. 
6. Schumann often turned his travel notebook sideways to serve as a music 
sketchbook. 
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to five measures in length) is not dated but, together with several 
1 
others, was probably written during this journey. From this supposition, 
once accepted, it can be deduced that Sch1..Ullann began to work with the new 
motive very soon after inventing it and, from the sketch, that he did 
intend it as a fugue subject, possibly even projected for use in the 
Intermezzi (seep. 27, note 4), then nearing completion. 
Example 6. Diary Sketch 2 
20 SCHUMANN: 
Dux. Comes .. 
1} Aus Tonica in Tonica 1) Aus Dominante in Do-
m[inante] 
2) - in Dominante 2) aus Dom[inante] in Tonica. 
3) Aus Dominante in Dominante 3) aus Tonica in Tonica 
4) - in Tonica 4) aus Tonica in Domin.[ante} 
1) 
II s,: 0 J 4i 
i i 
2) 
j j l!S>·e ,, : I J I =-== 
i r r 
3) r ~e II ;tn II I I 1i r 
4) 
II 9·c, .. It e ii '' '' 
1. Possibly for the Intermezzi, Op. 4. Seep. 15 and 16 of the diary 
in Schumann/TAGEBUCHER I, p. 299-300. 
2. Schumann/TAGEBUCHER I, p. 302. 
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The treatment of the four-note motive in the first exercise (above) most 
closely resembles its eventual aspect in the fugal portion of the last 
Impromptu: 
Example 7. Op. 5/12, m. 313-22 
In both examples "dux" ends on the tonic, "comes" begins and ends on the 
dominant. Because the motive, treated here as a fugue subject, is tonal-
ly balanced at its dominant and subdominant sides, it is given a real 
1 answer in the fugal portion of the last Impromptu. (After the stretto, 
m. 361-9, this subject-answer relationship breaks down, and the motto-sub-
ject is treated in imitation at various intervals.) Because the subject 
is such a self contained entity, a countersubject is required as an inde-
pendent source of momentum. None of the above four exercises indicates 
any experimentation with possible countersubjects. They do suggest, how-
ever, that Schumann initially conceived the motive as the subject of a 
rather tighter-knit fugal scheme (with continual overlapping of subject 
1. Cf. Reissmann/SCHUMANN, p. 54-7. Reissmann remarks that the apparent 
mastery of tonic, dominant, and subdominant polarity, "later to become the 
formal substratum of Schumann's harmony, however rich and varied," is the 
most important feature of the Impromptus. 
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1 and answer than that in the Impromptus, and that he did experiment with 
various alterations of the subject. 
The rhythmic organization of the motive in the first and third 
exercises O t:J d 0 is more static than in its final form, indicating 
that Schumann at first conceived it as a closed idea. A conscious or un-
conscious awareness of the possibility for a visual symmetry of rhythm is 
also implied. Given Schumann's fondness for calligram and cryptogram, 
this might have been intended to complement the intervallic symmetry of 
the motive. The eventual rhythmic disposition of the "fugue" subject, with 
its even dotted half notes in 6/8 (see Example 7), is less adventurous in 
shape, but allows greater utilization within the fugal portion. 
In addition to those cited and reproduced above, significant and 
extensive sketches involving the four-note motive are to be found among 
those for the unpublished Symphony in G minor. 2 Schumann's earliest ac-
tual reference to symphonic composition dates from 1829. In a letter to 
Friedrich Wieck he admits the frustration of beginning several "symphonies" 
and completing none. 3 He first refers to this particular work in letters 
of November 2 and 6 to Gottfried Christian Muller (conductor of the Leip-
zig Euterpe concerts) and his mother, respectively. 4 In the first he 
1. Cf. Keil/FUGENTECHNIK, p. 81. Keil includes the fugal part of Op. 5 
in the category of "Freie Fuge" (p. 142). 
2. Gerald Abraham has dealt in depth with this work and its sketches. 
Those to which he refers in Abraham/JUGENDSINFONIE are at the Robert Schu-
mann Haus, Zwickau, and were unavailable on film. 
3. Storck/LETTERS, p. 42. 
4. Schumann/EARLY LETTERS, p. 184-5. 
July 27, 1832, he expresses the desire 
mentation, possibly in connection with 
In an earlier letter to Kuntsch of 
to study score reading and instru-
plans for this symphony. 
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re~uests lessons in instrumentation and help in the revision of his sym-
phony movement, while in the latter he announces its impending perform-
ance. From a list of works in Schumann's diary Abraham deduces that he 
began the symphony as late as October, 1832 and worked on it until May, 
1833, then leaving it incomplete. 1 
After a November performance of the first movement, not entirely 
successful according to an entry by Friedrich Wieck in Clara's diary, 2 
Schumann set about revising and composing the remaining movements while 
at Zwickau. Letters to Rellstab and Hofmeister, written during December, 
document the progress of the work. 3 Schumann probably heard the first 
movement again in January at Schneeberg, although confusion exists over 
the actual performance date. A final performance took place under the 
auspices of Clara Wieck in the context of a grand concert at the Gewand-
haus, April 29, 1833, 4 again meeting with little acclaim. Abraham cites 
disappointment over its unfavorable reception as a probable reason for 
Schumann's abandonment of the symphony in a state of incompletion. 5 
Abraham gives a detailed account of the surviving movements and 
their state of completion. He also gives particular attention to the 
unusual orchestration of the first movement, its thematic connections 
with Papillons, Op. 2, and the Intermezzi, Op. 4/5, as well as the thematic 
1. In a letter to Topken of April 15, 1833 Schumann claims to have com-
pleted it, however. Cf. Schumann's recollection in his Lebenslauf: "Auch 
die Komposition einer Sinfonie stekt in diesen Jahren, sie wurde bis auf 
den letzten Satz fertig." in Boetticher/SCHUMANN, p. 224. 
2. Abraham/JUGENDSINFONIE, p. 46. 
3. Schumann/EARLY LETTERS, p. 187-8. 
4. Abraham/ JUGENDSINFONIE, p. 48-9. 
5 . ibid. , p . 49. 
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connections of the second movement with Carnaval, Op. 9. Fbr the latter 
two movements, a scherzo with trio and a finale, only sketches remain, 
and some of those for the finale are fugal. Appearing in between and im-
mediately following two attempts for a scherzo are a number of exercises 
in fugal treatment of the falling fifth motive. One of them is so close-
ly identical with the first twelve measures after the double bar and 
change of key signature in the last Impromptu (see Example 7) that Abraham 
is tempted to conclude that sketches for the Impromptus (begun so soon 
after Schumann abandoned work on the symphony) had somehow "got mixed up 
with those for the symphony - the sort of thing one finds so often in 
Beethoven symphonies. 111 In addition, those passages which, in the sketch-
es, approximate the last Impromptu all have a signature of three flats and 
are in 6/8 meter, consistent with that of Op. 5/12, while most sketches 
for the finale of the symphony are in 6/16. But, argues Abraham, the 
theory that these fugal sketches in C minor were intended as part of the 
symphony, not external to it, is supported by evidence. He cites the ab-
sence of any other sketches for the Impromptus and the occurrence of the 
2 
falling fifth figure in the bass of the second movement of the symphony, 
a significant factor which Abraham gives insufficient emphasis. 
Abraham then discusses the relationship between sketches for the 
symphony finale and the subsequent Impromptus. The second of two short 
passages of 6/8 meter in C minor (between which a passage in steady eighth 
1. Abraham/ JUGENDSINFONIE, p. 57. 
2 . ibid. , p . 60 . 
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1 
notes has been interpolated), is apparently related to the last Impromp-
tu, although to what portion is not indicated. 2 A subsequent sketch on 
two staves in 6/16 meter and G minor (see Example 8 below) is observed to 
be comparable in spirit, if not in letter, to Op. 5B/9, a relationship 
which I do not perceive at all. 
Example 8. Symphony Sketch3 
Example 9. Op. 5B/9, m. 181-3 
The Impromptu (Example 9 above) is introspective and intimate in character, 
while the symphony sketch, with its octave doublings and martial rhythm, 
not to mention Presto indication, conveys a "Florestan-like" energy. 
Abraham then quotes a sketch in which the falling fifth figure appears 
1. Included as Ex. 13 in Abraham/JUGENDSINFONIE, p. 57. 
2. ibid., p. 58. 
3. Included as Ex. 14, loc. cit. 
in its familiar guise, C-F-G-C. 
Example 10. 1 Symphony Sketch 
Ex.16 ---:-~----:------,----------,-------
iw r 
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The above sketch, with measures left blank to be filled in later, suggests 
that fugal treatment of the theme was intended here. Indeed its statement 
in double time (see Example 10, m. 13-4) approximates a similar passage in 
the Impromptus (m. 369-70): 
Example 11. Op. 5/12, m. 368-70 
2 Another sketch shows an attempt to combine augmentation and diminu-
tion of the motto-subject. The subject in diminution in the treble is not 
only rhythmically altered but is also treated in exact imitation in the 
alto (see Example 12 on the following page). 
1. Included as Ex. 16 in Abraham/JUGENDSINFONIE, p. 58. 
2. Included as Ex. 17, ibid., p. 59 and, with slight modifications, as 
Sk. 2 in Boetticher/SCHUMANN, p. 573, 
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Example 12. Symphony Sketch 
In this respect it bears a certain similarity with the fugal portion of 
the last Impromptu (m. 375-81): 
Example 13. Op. 5/12, m. 375-82 
The texture of the sketch is less complicated than that of the Impromptu 
(which also includes a stretto between the bass and the alto). But the 
significant difference between the above examples is their rhythmic treat-
ment of the motto in diminution. In the sketch metric emphasis of the 
second and last notes of the four-note subject casts it into a rather in-
sipid lilting pattern, which undermines the intensifying effect of the 
several contrapuntal procedures. In the Impromptu, however, the motive 
in diminution is more compressed, overlapping with its imitation by means 
of common first and last notes. Because of this greater compactness only 
the crucial first (and last) note of the motive is delineated by metric 
emphasis. Because the voice leading between the parts is sometimes equiv-
ocal (as between the soprano, alto, and tenor in m. 375), and because the 
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motive appears in the guise of the ubiquitous countersubject, theretofore 
a source of rhythmic rather than motivic counterpoint, 1 this diminution 
of the subject is artfully hidden in the texture. 
That the above material (Example 13) is a probable outgrowth of the 
sketch preceding it (Example 12) is confirmed by another nine-measure 
sketch (below), which occurs just after Example 12 in the same manuscript: 
Sk. 
G) 
Example 14. 2 Symphony Sketch 
This sketch concurs almost literally with material from the finale of the 
Impromptus, shown above as Example 13, implying that its derivation from 
Example 12 was fairly immediate. Abraham also refers to this sketch as 
"equivalent to (indeed partly identical with) a substantial section of the 
last Impromptu of Op. 5. 113 He further indicates that, fifty-seven measures 
long in the manuscript, it has been distilled to thirty-three in the piano 
1. Keil/FUGENTECHNIK, p. 8 3, cites Hohenemser /SCHUMANN, p. 302: "Schu-
mann's polyphony is more rhythmic than melodic." 
2. Included as Sk. 1 in Boetticher/SCHUMANN, p. 572. 
3. Abraham/JUGENDSINFONIE, p. 59. 
37 
version. 1 This particular sketch reveals some interesting problems of 
harmony, part writing, even notation, which seem to have been resolved 
in the last Impromptu. In comparing m. 3-5 of the sketch (Example 14) 
with m. 377-9 of Op. 5/12 (Example 13), the unprepared dissonance in the 
tenor of the former (m. 3) has been eliminated in the latter. Also note-
worthy is the awkward doubling of the dominant seventh chord (first beat, 
m. 3), whose missing third is provided in the corresponding passage of 
the Impromptu (m. 377). The awkward part writing between m. 3 and 4 and 
the disposition of the first chord in m. 4 have been improved in the 
Impromptu (m. 378) with stepwise motion in both parts. In m. 5 of the 
sketch the five-voice texture is suddenly reduced, again resulting in awk-
ward part writing and incomplete, ambiguous harmony. Whether Schumann in-
tended a Gb in the tenor (which does appear in m. 379 of the last Impromp-
tu) and merely neglected to notate it (as he neglected to indicate Db in 
the treble of m. 6-7) is unclear. Of interest also are the parallel oc-
taves involving the soprano and tenor in m. 7 of the sketch, corrected 
in the corresponding measure of the Impromptu (m. 381). The implication 
of the above sketch, then, is that it not only evolved rapidly, probably 
on the heels of an earlier one (Example 12), but that it emerged as a fair-
ly complete texture probably written down in haste, Schumann only later 
working out details of part writing and notation. 2 In the final four 
1. Boetticher/SCHUMANN, p. 572, incorrectly indicates that the manuscript 
sketch is forty measures in length. 
2. Cf. Gertler/SCHUMANN, p. 12: "Zwischen der Konzeption des musikalischen 
Einfalls und der Entwicklung dieses Einfalls darf schon deshalb nicht viel 
Zeit liegen ... " 
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measures of this particular sketch (see Example 15 below) the harmonized 
theme is stated twice in diminution, a passage not unlike the last Im-
promptu, m. 404-7 (cf. Example 16), as Abraham correctly observes. 
Example 15. 1 Symphony Sketch 
Example 16. Op. 5/12, m. 400-7 
An isolated sketch of the Symphony in G minor, not discussed by 
Abraham, is reproduced on the following page and clarified on p. 40. 
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The sketch is notated on two staves with occasional indications for 
instrumentation. Its texture is mostly homophonic, in a steady eighth 
note rhythm. The falling fifth theme appears in the treble at m. 1-2, 
8-10, 14-8, and after the double bar. It appears in the bass at m. 4-5 
and 10-4. In its several manipulations the sketch displays a general 
lack of rhythmic control of its materials. The unvarying rhythmic-metric 
disposition of the four-note motive (except for its effective metric dis-
placement in m. 4) results in a rhythmic equalization of the four notes 
very bland in its effect. An emphasis on the outer notes of the motive 
(as in the Impromptu, Example 13), further displacement, or alteration of 
the motive might have provided more interest. The sketch also suffers 
from weaknesses in harmonic structure and rhythm. In m. 13-4, for instance, 
the return of the initial harmonic-rhythmic idea is disappointing. The use 
of struck suspensions here might have provided a fresher sort of thrust. 
One especially significant feature of the sketch is the four-note 
motive B-A-C-H, which appears in the tenor at m. 22-3, subsequently trans-
posed in the bass in combination with the falling fifth motive (m. 24-5), 
and then in the alto (m. 26-7), In the upper part essentially the same 
motive occurs (m. 22-3 and 26-7), differing here only in its initial des-
cending whole step. The motive, as it appears in the soprano, is identical 
to the alto voice E-D-F-E of the opening measures of the "Romanza" (cf. 
Example 2, p. 12) . An existing sketch of the "Romanza" itself, probably 
written down many months later (see Chapter 3) reveals that this alto part 
had not yet been composed, that it was, in fact, the last voice to be com-
posed. It is intriguing to speculate that, when composing the "Romanza," 
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Schumann may have recalled this symphonic sketch, with its combination 
of the two motivic ideas, and included the alto part as a veiled tribute 
to Bach. 
It is difficult to determine the context of this sketch fragment 
within the finale of the symphony. It possibly relates to that material 
in G major, also in steady eighth notes (and 6/8 meter), mentioned above 
on p. 32-3. The combination of 6/8 meter, which, according to Abraham 
(see above, p. 32), was generally reserved for material bearing a direct 
resemblance to the last Impromptu, and the key signature of two flats, 
corresponding to the bulk of sketches of the symphony finale, suggests 
that the above sketch (Example 17) may provide some sort of link between 
that material most characteristic of the symphony finale and that which 
ultimately found its way into the last Impromptu. The treatment of the 
falling fifth figure here, however, bears little resemblance to that in 
the Impromptu. 
Taken altogether the various sketches for the Symphony in G minor 
which exploit the falling fifth motive signify that Schumann probably in-
tended to integrate the motive into the entire last movement (as in 
Op. 5/12), not just the fugal portion, and that whole sections of the last 
Impromptu (and perhaps other Impromptus as well) evolved during this period 
from materials intended for the medium of orchestra. 
After the symphony movement received its last performance at the 
Gewandhaus on April 29, 1832, Schumann directed his attention to composing 
a piano work which could be dedicated to Clara Wieck. As early as August, 




indicates that he had planned to compose another group 
of piano pieces which he designates here "Papillons, Livr. 2." 2 This pro-
ject was, of course, postponed because of intervening work on the symphony. 
Schumann's intention to dedicate a composition to Clara is under-
standable, not only in light of the obvious debt of gratitude owed her 
and her father for the several performances of his symphony movement, but 
because of an earlier projected (and probably promised) dedication to her 
which did not materialize. When Clara returned from Paris in May, 1832, 
she was as much charmed by his newly composed Papillons, Op. 23 as he was 
4 by her new Caprices en forme de Valse, Op. 2. Two diary entries confirm 
the mutual admiration of the two young composers which sought expression 
in a dedication of their early published works: "Schon gespielt u. [nd] 
componiert an die Intermezzis. Ich will sie Clara widmen, 115 dated May 9, 
1832, and "Clara will mir die Capricen widmen, 116 dated May 13, 1832. 7 The 
Intermezzi were, however, dedicated to the composer Kalliwoda in that same 
1. Schumann/TAGEBUCHER I, p. 413. 
2. Gertler/SCHUMANN, p. 60, indicates that the Impromptus, Op. 5, were 
originally offered to a publisher as "a second set of papillons." Cf. 
Reimann/SCHUMANN, p. 63, and Abraham/SCHUMANN, p. 607. 
3. Cf. an entry of May 3, 1832 in Schumann/TAGEBUCHER I, p. 383: "Ihre 
kindliche Originalitat zeigt sich an Allem, so gefallt ihr der dritte 
Papillon am besten." But her performance of this work is described initial-
ly as "unsicher u.[nd] unverstanden," in an entry of May 16, 1832; cf. that 
of May 23, 1832. 
4. Cf. an entry of May 4, 1832 in Schumann/TAGEBUCHER I, p. 384: "Die 
Capricen sind keine, sondern eher Impromptus oder Wiek'sche [sic] moments 
musicals." 
5. Schumann/TAGEBUCHER I, p. 386. 
6. ibid., p. 388. 
7. Schwartz/SCHUMANN, p. 15, cites an unpublished set of variations on 
an original theme, dating from 1831 (from Schumann's Projektenbuchlein), 
which were dedicated to Clara. These are virtually identical with the ms. 
of the Andante in G major with variations of Jan., 1832, 
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year, 1 while Clara's Caprices were dedicated "aux ~leves de l'Academie 
de Mons. F. Stapel," Paris, 2 no doubt a gesture of respect to Stapel, 
who initially published the Caprices. 3 Ironically enough, political con-
siderations would again hinder Schumann from dedicating his Impromptus 
to Clara. According to Wasielewski, the original manuscript of the Im-
promptus
4 showed that it was to have been dedicated to Clara as Op. 3, 5 
but, as indicated in a letter to Hofmeister dated July 31, 1833, was later 
dedicated to Friedrich Wieck, to whom Schumann "has so many obligations," 
for his birthday. 6 As a further irony, the dedication to Wieck would be 
stricken in the revised version of the Impromptus, reflecting the deteri-
oration in the relationship between Schumann and Wieck. 
It is unlikely that Schumann had resolved to compose a group of 
variations on the theme of Clara's Romance Varie"when he began his new 
project. From his letter to Clara of May 23, 1833, requesting in a post-
script, "Please send me your variations, including those on the Tyrol-
lienne, 117 it is clear that he did not refer exclusively to the Romance 
l. Korte/SCHUMANN, p. 42, mistakenly assuming that Op. 5 was composed 
before the Intermezzi (hence early in 1832), reasons that Schumann dedi-
cated the Intermezzi to Kalliwoda with the knowledge that the Impromptus 
"might be seen as an expression of yet deeper respect" to Clara. Con-
siderable inaccuracy exists in the dating of Op. 5; numerous secondary 
sources, including Brown/AESTHETICS, Boetticher/SCHUMANN, and Schwartz/ 
SCHUMANN give 1832 as the year of its composition. 
2. Schumann/TAGEBUCHER I, p. 469, note 400. 
3. Her Caprices were later published by Hofmeister. 
4. There is no existing ms . of the Impromptus. .. 
5. Wasielewski/SCHUMANN, p. 107, note 1. Schumann/TAGEBUCHER I, p. 411 
indicates that, after his return from Dresden, ca. July 4, 1832, Schumann 
intended as his Op. 5 an "Exercice fantastique, dedie a Mr. Charles Kragen. 
op. 5." See also Abraham/SCHUMANN, p. 606-7. 
6. Niecks/SCHUMANN, p. 139; the original letter is in Jansen/DAVIDSBUND-
LER, p. 155. 
7. Schumann/EARLY LETTERS, p. 198. 
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Vari(/, perhaps also alluding to her Variations on an Original Theme (un-
published), dating from 1830, the same year as the unpublished variations 
1 on the Tyrolean song. Like the latter two compositions, Clara's Romance 
Vari~was, at that time, probably still in manuscript. It must be assumed 
that, only with this composition before him did Schumann conceive the com-
bination of his own motive of falling fifths with the theme of Clara's 
variations. 
In response to the use of her theme in Schumann's Impromptus Clara, 
assuming a curiously affected tone, offered her newly printed Romance Varie' 
in dedication to Schumann, her letter dated August 1, 1833: 
"Sorry as I am to have dedicated the following trifle to 
you, and as much as I wished not to see the variations 
printed, yet the evil has come to pass now and cannot be 
altered. Therefore I ask pardon for the enclosed. Your 
able recasting of this little musical thought will make 
good my mistakes, and so I beg for this, for I can hardly 
wait to make its better acquaintance." 2 
Schumann's reply to Clara is among his most famous letters. Thanking 
her for the dedication of her Romance Vari(/, he expresses the prophetic wish 
that "the union of our names on the title page might foreshadow the union of 
our ideas and opinions in the future. 113 
In the present chapter the influence of Bach and the artistic contribu-
tion of Clara Wieck to the composition of the Impromptus were evaluated. 
Before proceeding to a discussion of the style and form of the work in the 
1. Litzmann/SCHUMANN III (1902), p. 616. 
2. Litzmann/SCHUMANN I, p. 58-9. The tone and posture of Friedrich Wieck 
are discernable in this letter; it was probably written with his assistance. 
3. Schumann/EARLY LETTERS, p. 206-7. 
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next chapter, it is necessary to consider the possible influences of 
Clara's Romance Varie, as a musical composition, on the development of 
the Impromptus. Wasielewski observes that Schumann's interest in Clara's 
piece was motivated by the "lively, but as yet purely artistic interest 
which he took in [her], "1 rather than any specific attributes of the work 
itself. The Rehbergs term Clara's piece a typical "Mode stuck," not nearly 
approaching her Caprices, Op. 2, let alone her Four Polonaises, Op. 1. 2 
Indeed the Romance Varil does suffer from a too often abrupt and arbitrary 
use of contrast, its figurations and ornamentation often deteriorating into 
mere rhetoric, and seldom integrated with the musical structure. The var-
iations, riddled with cadenzas (in the first, fifth, and seventh), are es-
sentially ornamental, where Schumann's Impromptus, closer in spirit to the 
"character variation," shows a greater concern for unity of organization. 
This difference of purpose is reflected by alterations made by Schu-
mann in the theme of the Romance Varie'. 
Example 18A. Romance Varie', Op. 3, m. 6-21 
. ·.. •• 




1. Wasielewski/LIFE, p. 77 
2. Rehberg/SCHUMANN, p. 663. 
work "innocently decorative, in 
Chissell/SCHUMANN, p. 18, pronounces the 
the virtuoso style." 
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Example 18B. Op. 5/1, m. 17-32 
Most notably Schumann's version of the theme (above) reflects a concern 
for smooth voice leading in all parts. He dispenses with Clara's Alberti 
bass and includes chromatic passing tones in the bass (m. 20) and a more 
independent alto voice (seep. 41-2). Other more subtle changes are pre-
sent. In the melody itself the initial Gin Clara's theme (Example 18A, 
m. 8) has been replaced by Din the corresponding measure of Schumann's 
"Romanza." The melodic climax of the theme is thereby reserved for its 
penultimate measure, imparting a more cumulative effect than that of 
Clara's Romanza. In the last measure E replaces the C in the same measure 
1 of Clara's theme, this allowing the alto part to mitigate the abruptness 
of Clara's "masculine" ending. Weakening of the tonic cadence here fur-
nishes an expectation of continuity in the Impromptus. Among slight dif-
ferences in harmony, the use of inversion, rather than root position, on 
1. Cf. Boetticher/ZITATPRAXIS, p. 71. Although Schumann's early diary 
sketch (Ex. 4, p. 15) does correspond with Clara's Romanza in its place-
ment of the treble note G, an expanded length and treatment as a theme 
with variations would logically imply certain alterations in this sketch 
fragment. 
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the first beat of m. 28 in Schumann's 11Romanza11 is another gesture for 
internal continuity. In the second half of the theme Schumann has re-
moved the ornament and the fermatas in the ninth and twelfth measures 
of Clara's Romanza, possibly in keeping with a certain restraint and 
overall avoidance of ad libitum in the Impromptus. These alterations 
imply an awareness of cumulative organization in the composition as a 
whole, as well as within the theme, exceeding any exhibited by Clara in 
her Romance Varie~ 
But that Clara's youthful variations did discernably affect the 
composition of the Impromptus is undeniable. Despite Wasielewski's claim 
that, in all likelihood, Schumann I s 11creati ve spirit i tself 11 ca.me upon 
the idea to commence his Op. 5 with the bass of the falling fifth motive 
alone, 1 it seems more likely that Clara's Introduzione, with its partial 
statement of her theme in bare octaves in the bass, was the source of 
inspiration for Schumann's introductory "Un poco Adagio" (see Example 1, 
p. 13). 
. . . 
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It is entirely possible that the descending fifths in Clara's opening 
1. Wasielewski/SCHUMANN, p. 108. 
statement, particularly emphasized by the isolated, unharmonized Din 
m. 2, suggested to Schumann a connection with those of his own motto, 
setting in motion the idea of a group of variations combining the two 
themes. 
It should also be remembered that Schumann's "Un poco Adagio" 
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(m. 5-16) derives entirely from Clara's Romanza, designed to underscore 
it harmonically, contrapuntally, and in its phrase structure. Consider-
ing the prominent role of "Un poco Adagio" in the second, third, fifth, 
and last Impromptus, Clara's contribution cannot be underestimated. 
The Romance Varirf also leaves its imprint on Schumann's sixth Im-
promptu. Despite differences of rhythm and meter, Schumann's piece bears 
a notable resemblance to Clara's second variation, "Brillante," in its 
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Example 20B. Op. 5/6, m. 113-22 
The melody of Clara's Romanza makes its final appearance in her 
Variationen uber ein Thema von Robert Schumann, Op. 20, written and ded-
icated to Brahms in 1854, some twenty-one years af'ter the composition of 
the Impromptus and shortly af'ter Schumann's mental collapse. 1 In this 
composition a fragment of the Romanza melody, in the tenor, appears to-
wards the end in combination with a theme in F# minor drawn from Robert 
Schumann's Bunte Bla.'tter, Op. 99/4: 
1. Brahms also wrote variations, Op. 9, on this theme in F# minor, ded-
icating them to Clara Schumann. They were sent as a gesture of affection 
to the hospitalized Schumann. Cf. Geiringer/SCHUMANNIANA, p. 80. 
tJ 
Example 2l. Variationen uber ein Thema 
von Robert Schumann, Op. 20, m. 200-Sl 
5l 
This gesture is particularly poignant, occurring here and at such a sor-
rowful hour, as though a bittersweet reminiscence of another time when 
themes by Robert and Clara appeared together so harmoniously.
2 
1. Schumann/KLAVIERMUSIK-m, p. 24. 
2. See also Jansen/DAVIDSBUNDLER, p. 235, note l32 and Boetticher/ZITAT-
PRAXIS, p. 71, note 30. 
CHAPTER III 
ASPECTS OF FORM AND STYLE IN SCHUMANN'S IMPROMPTUS 
A discussion of the Impromptus, Op. 5, must take into account 
the literary spirit which informs so many of Schumann's early piano 
works. Schumann himself refers to his newly completed Impromptus as 
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1 a "story" (eine Geschichte) in a letter of August 9, 1833. From this 
description Wasielewski assumes that the work has a "poetic" background 
or that, as in the Intermezzi, Op. 4, Schumann has composed something 
vague or cryptic into the music. 2 This view is commonly held in regard 
to compositions of Schumann's early period. It is reinforced by Schu-
mann's own designation of the Impromptus as a "second set of papillons" 
(see Chapter 2, p. 43). The ubiq_uitous "papillon," in the view of Sams, 
is less a musical genre than a musico-verbal relationship as elusive in 
its essence as "motives which fly forward or backward and assume an in-
finite variety of shapes and colours. 113 Beaufils even proposes that the 
Impromptus perpetuates the spirit of Walt-Vult, its variations like "little 
aphorisms, 114 while Rostand remarks similarly that "la fantasie des petits 
personages de Jean Paul [Richter] est toujours la en arri~re plan ... 115 
Observations of this sort are q_uite rampant, but remain superficial 
when unsupported by musical evidence; indeed, a continual emphasis on the 
1. Schumann/EARLY LETTERS, p. 213. 
2. Wasielewski/SCHUMANN, p. 107. 
3. Sams/TONAL ANALOGUE, p. 393. 
4. Beaufils/MUSIQUE, p. 91. 
5. Rostand/LE POETE, p. 164. 
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subjective and irrational, in criticism as in composition, may become a 
means to eschew the more pertinent issues of musical structure and co-
herence. An insistence by certain writers, past and present, on an arti-
ficial distinction between the "classic" and "romantic" in music has also 
encouraged a superficial approach to Schumann's early piano music. 1 Ac-
cording to this antithesis, "romantic" connotes the vague, subjective, 
and irrational and, as such, is not readily analyzable. 
Schumann, however, seldom, and then cautiously, used the term "ro-
mantic" in his own prose writings. Although, as Plantinga has noted, the 
foremost criterion by which Schumann evaluated music was the extent of its 
expression or "fantasy," he was nevertheless "intensely concerned with the 
rational, analyzable elements of musical style ... clarity of form and 
correctness of harmony. "
2 
He virtually never used the "antipodal" terms 
"classic-romantic," occasionally found in German music criticism of the 
1830's and 1840's. 3 
In my view, an examination of the literary associations and personal 
experiences which contribute to Schumann's music (this includes his assumed 
use of ciphers) 4 may cast light on the particular "mood" of a composition 
1. Cf. Brown/AESTHETICS, p. 66. Brown's evaluation of various piano works 
according to their greater or lesser degrees of "romanticism" is a mode of 
comparison at best tenuous and irrelevant. 
2. Plantinga/VIEW, p. 225. 
3. ibid., p. 226. Cf. Schumann's lavish description of "the classic" in 
Boetticher/SCHUMANN, p. 353: "Klassisch mochte ich nennen: das Geniale im 
Gewand des Volkstumlichen, das Unbegreifliche in dem Fasslichen, das uber-
schwanglich Reiche in der Haushalterischen Wohlhabenheit, das Unendliche 
des Rationellen Stoffs in lieblichen Rundung der Form, das Grenzenlose in 
anmutiger Beschrankung, das Schwere in leichter Erscheinung, das Dunkle in 
dunkelleuchtender Klarheit, das Korperliche vergeistigt, das Wirkliche durch 
seine I dee geadel t." 
4. Cf. Sams/CIPHERS I and CIPHERS II and Fiske/MYSTERY. 
and even affect its performance, but it does not constitute and cannot 
substitute for an analysis of the musical structure. This chapter will 
endeavor to analyze the Impromptus on its own (musical) terms. 
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Let us first consider the conservative and progressive (if not 
"classic" and "romantic") aspects of the Impromptus, the elements of basso 
ostinato and character variation which contribute to its stylistic plural-
ity. The basso ostinato procedures present in the Impromptus are cited by 
1 Dale, who refers to the "chaconne character" of the work, and the Rehbergs, 
who term the Impromptus a "rornantische Passacaglia. 112 Nelson considers 
this type of variation, also exemplified by Beethoven's variations, Op. 35 
("Eroica") and those in C minor, conservative in its rigorous formal de-
mands, evidencing a "classical tendency. 113 He also includes Schumann's Im-
promptus among those variations which follow the pattern of Beethoven's 
more conservative variations of the late period (e.g., those in his Sonata, 
Op. 109), which are "either totally harmonic or predominantly harmonic with 
melodico-harmonic infusions. 114 
Schumann's variation method has also been described by Schwartz as 
"an improvisation on a definite figure, rhythm, or characteristic harmonic 
succession of the theme. 115 He considers as its most significant attribute 
a freer play of fantasy on the separate elements of the theme. In this 
respect Schumann's variation technique is not inconsistent with Nelson's 
1. Dale/SCHUMANN, p. 21. 
2. Rehberg/SCHUMANN, p. 423. 
3. Nelson/VARIATION, p. 90. In this context "classic" and "romantic" 
denote greater or lesser adherence to the theme rather than an aesthetic 
judgement. 
4. ibid., p. 96. 
5. Schwartz/SCHUMANN, p. 62-3, trans. Nelson. 
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description of the underlying principle of character variation, being 
that the "character" of each variation is the result of a "complex of 
separate modifications [of the theme] of which rhythmic change is a kind 
of common denominator and tempo and dynamic changes are the main acces-
sories." 1 
The equivocal title of Op. 5, Impromtus sur une Romance de Clara 
Wieck, reflects a dichotomy of free and formally rigorous elements. Im-
plying both variation procedure and free improvisation, it exemplifies 
the fondness for paradox so typical of the young Schumann. Inevitably, 
however, the least show of adventure in the title (let alone the substance) 
of a new composition would arouse the critical ire of Gottfried Wilhelm 
Fink, then critic for the conservative Allgemeine musikalische Zeitung: 
"Der Anfang passt zu dem Titel, die Folge durfte zu viel Ausgearbeiten 
haben, so dass sie freye Variationen heissen konnten ... 112 (see Chapter 1, 
p. 2). Possibly in a belated reaction to Fink's review, Schumann refers to 
the Impromptus in his Lebenslauf of 1838 as "Op. 5 which may be regarded 
as nothing but a new form of varying. 113 This curious comment does less to 
clarify the nature of the Impromptus than to reveal an older, warier Schu-
mann in the almost apologetic attitude toward his youthful work which will 
1. Nelson/VARIATION, p. 107. 
2. AMZ, XXXVII (Sept. 11, 1833). Fink's pedantic insistence that Op. 5 
conform to the improvisatory character of "impromptu" is echoed by Wasiel-
ewski/LIFE, p. 77: "eleven different movements on this theme. . . should 
have been called 'Variations in a Free Style' rather than 'Impromptus,' 
since, on the one hand they are too elaborate, and on the other too depen-
dent on the theme for impromptus, which we expect to be improvisations." 
For other reviews of this work see Eismann/QUELLENWERK I, p. 81-4 and com-
ments by Liszt on Opera 5, 11, and 14 cited in Newman/SONATA, p. 270. 
3. Boetticher/SCHUMANN, p. 224. 
1 be examined in the next chapter. 
Schumann's Impromptus will be discussed, then, as a hybrid structure 
possessing qualities of strict variation and character piece, a dichotomy 
which Schumann fully recognized and probably intended at the outset, al-
though he later sought to minimize it. I will attempt to show that unity 
is achieved not only through repetition and alternation of the two themes 
stated as the outer voices of the "Romanza," but also by development and 
variation of portions of its inner voices, so carefully chosen. The treat-
ment of nonharmonic tones, in particular the lower neighbor tone and chro-
matic passing tone, will be shown to have special significance in the struc-
tural coherence of the whole. The result of this economy and resourceful-
ness is a unity far surpassing that afforded by basso ostinato procedures. 
Schumann's attitude toward the composition of variation themes is 
well documented. In his often-cited letter to von Fricken of 1834, regard-
., 
ing the theme of the Symphonic Etudes, Op. 13, Schumann cautioned against 
themes which, because of their complexity, are already too variation-like. 2 
He complained of those which are "neither poetic nor anything else and which 
are worthless from a structural stand-point. ,,3 Those themes that "allow of 
imitations,11 that is, encourage canonic treatment or even the fugal pro-
cedures of "inversions., contractions, and augmentations" were considered 
1. McNab/STUDY, p. 25, indicates that, as Schumann became increasingly 
intent upon maintaining the integrity of the term "variation," it was "no 
longer a-p-plicable to those works which utilized a free extension of varia-
tion treatment." Thus the slow movement of the Sonata in F minor, Op. 14, 
was qualified as "Quasi Variationi," while Op. 13 was more specifically 
designated Etuden in Form von Variationen in later editions of these works. 
2. Schumann/EARLY LETTERS, p. 238. 
3, Schwartz/SCHUMANN, p. 19, trans. in Nelson/VARIATION, p. 93, 
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especially suitable for varying. 1 Schwartz considers these strict demands 
in regard to the theme (to which must be added Schumann's continual criti-
cal assaults on the so prevalent bravura variation) 2 characteristic of his 
entire conception of variation. 
Schumann gave more than a technical consideration to the choice or 
construction of his themes: "The more reminiscences that are connected 
with it [the theme], the more relevant and profound will the thoughts con-
cerning it turn out to be. 113 Let us therefore preface an examination of 
the compound theme of the Impromptus by considering the sheer "effect" 
contributed by the falling fifth motive when combined with Clara's rather 
bland treble theme. Boetticher associates the falling fifth gesture 
("Quintfall") in Schumann's instrumental music with "das Weiche, Frohliche, 
Versohnliche. 114 Sams similarly finds the falling fifth (especially in the 
vocal literature) "at the root of Schumann's expression of affection in 
music, 115 a view not inconsistent with Schauffler's theory of the falling 
fifth as a "private greeting to Clara. 116 It is unlikely, however, that, 
at the time of its composition, the thematic bass of the Impromptus had any 
such meaning. The effect of the bare fifths is a solemn one, an evocation 
of a fanfare 7 or the chiming of some distant clock or churchbell. This 
stately, rather than amorous or cryptic quality of the opening motive 
1. Ritter/MUSIC AND MUSICIANS, p. 438, from a review of Variations on a 
Russian Theme, Op. 17, by the female composer L. [?] Farrenc. 
2. Cf. Schumann's numerous criticisms of variations by contemporary com-
posers in Ritter/MUSIC AND MUSICIANS, p. 427-50. 
3. Schwartz/SCHUMANN, p. 19, trans. in Nelson/VARIATION, p. 93. 
4. Boetticher/SCHUMANN, p. 484. 
5. Sams/SONGS, p. 22. 
6. Schauffler/FLORESTAN, p. 51. 
7. Wasielewski/SCHUMANN, p. 108, terms it a "sentry call.'' 
informs the whole composition, most forcibly manifested in the final 
variation. 
The genesis of the compound theme of the Impromptus has been dis-
cussed. The opening four-measure motto has been extended to a sixteen-
measure introductory bass theme which underscores the melody of Clara's 
Romanza: 
Example 1. Op. 5/l, m. 1-16 
t. C'-,.U11-. 
., 
p I -· rr ... - -





Of interest in this extension are m. 7-8: the falling fifth theme, here 
rhythmically compressed, its initial note transposed down an octave, is 
stated in the dominant. The subsequent eight-measure phrase begins in 
what may be a conscious retrograde of the preceding three notes or an in-
version of the initial three notes of the motive in diminution. These 
motivic relationships contribute to the unity of the Impromptus at the 
most fundamental level. 
Rather than a repetition of both halves of the bass theme, "Un poco 
Adagio," or of the subsequent "Romanza," the usual nineteenth century prac-
t . 1 ice, only the second half is repeated, resulting in a scheme of ABB 
(see Example 2 on the next page). 
l. Nelson/VARIATION, p. 95. 
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Example 2. Op. 5/1, m. 17-32 
This arrangement does not conform to the binary repetition scheme of 
Clara's theme. Schumann's decision not to repeat the first half of the 
"Romanza" may be conditioned by the tonic cadence in root position in 
its fourth measure; a repetition of this first half might result in an 
overemphasis of the tonic. This factor notwithstanding, Schumann's re-
jection of conventionally symmetrical, equally proportioned halves in 
either "Un poco Adagio" or "Romanza" may have been purely aesthetic in 
its rationale. 
An existing sketch of the "Romanza," reproduced below, shows that 
Schumann did originally intend to repeat its first eight measures: 
Example 3. 
1 
Op. 5/1, Sketch 
1,::1:1~1:=r~=1~c,t:~:1:1:: 
:: \!"U:1 
1. East Berlin. Deutsche Staatsbibliothek. Mus. ms. autogr. Rob. Schu-
mann 35, a single, unordered leaf. 
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It is impossible to determine from this fragment whether Schumann had 
already determined to precede the "Romanza" with an unaccompanied state-
ment of its bass. It i.s also unclear whether the second half was intend-
ed to be repeated. More significantly, the sketch reveals the process 
by which Schumann "harmonized" the "Romanza." As only the outer voices 
appear in the second half, the upper voice Clara's, it can be assumed 
that the sixteen-measure bass was composed first. In the first half of 
the theme an alto has been composed, later to be transposed down an oc-
tave, becomming the tenor of the "Romanza." The alto of the completed 
version was apparently the last voice to be composed (see Chapter 2, p. 41-
2). The sketch (m. 3) also shows that Schumann did initially retain the 
initial Gin the treble of Clara's Romanza (m. 8 of the Romance Varie), 
also that, in the first half, he conceived the harmony in close position 
(the falling fifth motto appearing an octave higher than in the completed 
version), a probable result of its inception at the keyboard. (The spacing 
of parts in the completed version is rather awkward pianistically.) 
The first variation (numbered Op. 5/2 in the first version) employs 
the sixteen-measure introductory "Un poco Adagio" in the bass, both halves 
1 unrepeated, in octaves punctuated by syncopated chords. Of particular 
interest in this variation is its unusual treatment of suspension. The 
resolution of the dissonant upper parts is interrupted by rests, delayed 
until the final eighth note of the measure, so that it sounds as a synco-
pation (see Example 4 on the following page). 
1. Brown/AESTHETICS, p. 77, finds a harmonic similarity between the open-. 
ing of Op. 5/2 and the introduction of Beethoven's first symphony, a re-
lationship so short-lived that it is probably coincidental. 
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Example 4. Op. 5/2, m. 33-40 
The two eighths of rest which intervene between the introduction and 
resolution of the chords heighten the friction between treble and bass, 
while they also reaffirm the barline. Conflict also arises from those 
resolutions which are counteracted by motion in the bass (as in m. 36) 
and from the interruption or accelleration of the established pattern 
of tension and resolution (as in m. 38-9 and m. 40). Also noteworthy 
is the "melody" delineated by the syncopated chords. Could the emphasis 
on the notes E-F-F-E in m. 33-6 be a conscious recollection of the alto 
part of Schumann's early diary sketch (see Chapter 2, p. 15)? 
Example 5. Diary Sketch 1 
.. 
L 
The tenor of the "Romanza" is also implied by the upper voice of the 
chords; the chromatic ascent G-G#-A in m. 41-4 corresponds to the tenor 
1. Schumann/TAGEBUCHER I, p. 321. 
of the "Romanza," m. 26-8, as shown in the following two examples: 
Example 6. Op. 5/2, m. 41-8 
Example 7, Op. 5/1, m. 25-32 
This chromaticism is then counterbalanced by the chromatic descent in 
m. 44-8 of the variation (see Example 6 above). 
The second variation (Op. 5/~) provides yet a clearer example 
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of the utilization of the "Romanza" tenor, for here it actually appears 
in octaves in the treble. 1 
Example 8. Op. 5/3, m. 49-53 
1. Schwartz/SCHUMANN, p. 25, mistakenly refers to this as a "new melody." 
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The available sketch of the "Romanza" ( see Example 3 above), especially 
in its alignment of voices, suggests that this tenor melody was conceived 
not as harmonic "filler," but as a counterpoint to the bass over which 
Clara's theme was then superimposed. Such is, in fact, the procedure of 
the present variation; Clara's melody appears between the octaves of the 
transplanted tenor melody. 
Example 9. Op. 5/3, m. 57-64 
As it appears in the above example the thematic tenor melody differs little 
from its aspect in the "Romanza." Most changes occur in the last five 
measures of the second half, where this voice is slightly altered so as to 
comply with m. 49-53 (see Example 8 above). Clara's melody has also been 
slightly modified, notably in the second half (m. 73-80), where A has been 
changed to Ab at m. 73 and Ab, r~ther than G, appears as the melodic high 
point of the variation at m. 79 (see Example 11 on the following page). 
The minor ninth chord in the penultimate measure of the preceding varia-
tion, Op. 5/2, no doubt provides the departure for these slight alterations 
which effect subtle but poignant shifts of color. The use of Ab as the 
melodic climax of Op. 5/3 may explain the early appearance of Gin this 
register of the treble (m. 59), contrary to the thematic model. And the 
fact that the same climactic Ab does not resolve in its own register is 
perhaps also a clue to the again premature appearance of the same treble G 
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in the following variation, Op. 5/4. 
In the "accompaniment" of the present variation the motive E-F-F-E 
appears once again in the lilting bass: 
Example 10. Op. 5/3, m. 49-53 
The final four measures of the variation also have motivic interest: 
Example 11. Op. 5/3, m. 76-80 
The notes E-F-D-E (circled in the above example) can be regarded as a 
permutation of the alto of the "Romanza" (m. 17-20), while, below, the 
notes G-F-F-E (marked by squares) echo the upper voice in the closing 
measures of Op. 5/2: 
Example 12. Op. 5/2, m. 45-8 
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Whether or not Schumann consciously intended these relationships is 
debatable, but one need only recall his comment to Clara, "It is extra-
ordinary how I write everything in canon, and only then detect the imita-
tion afterwards, and often find inversions, rhythms in contrary motion, 
etc."
1 
to realize the significance of these relationships and their im-
plications for performance. 
Contrary to the model of the theme, the first part of Op. 5/3, as 
well as the second, has been repeated, allowing Clara's melody to appear 
in each repetition. This is ample evidence that the repetition scheme 
in the Impromptus is not a rigid formula, but a function of the quantity 
and quality of the material employed in each variation. 
The third variation (Op. 5A/4) was omitted from the second version 
of the Impromptus. Dahms considers it more etude than variation, 2 while 
Dale describes the closeness of part writing and density of layout as awk-
ward for the fingers and productive of eyestrain, although symptomatic of 
Schumann's "early tendency to weave a compact, polyphonic texture. 113 The 
possible reasons for Schumann's rejection of this variation in the second 
version of the Impromptus will be discussed in the next chapter. 
This discarded variation is particularly significant because, in the 
chromatic matrix of its upper parts, as well as in its treatment of themat-
ic material (i.e., in the tenor, m. A83), it isolates and develops a short 
motivic idea, the lower neighbor tone, which first appears in the "Romanza" 
1. Schumann/EARLY LETTERS, p. 268. 
2. Dahms/SCHUMANN, p. 266. 
3. Dale/SCHUMANN, p. 22. Korte/SCHUMANN, p. 44, perceives Op. 5A/4 in an 
entirely different light, as representing a "charade." 
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at m. 19-20, again at m. 31-2, and later at m. 68. 
Example 13A. Op. 5/1, m. 17-20 Example 13B. Op. 5/1, m. 29-32 
~ ~ 
._, I JI I r· p 
Romans!• I 
I J I • I ~ 
~ 
In this third variation the lower neighbor is treated on various levels 
of dissonance, functioning both ornamentally and structurally. Also 
present is an abundance of chromatic passing tones, to which Schumann 
already alludes in m. 43-4 (see Example 6 above) and m. 80, which again 
emanate from the "Romanza" tenor, m. 26-8. Op. 5A/4, then, represents a 
compilation and synthesis of chromatic elements of the theme. In no other 
variation is the treatment of chromaticism as comprehensive or the emphasis 
on the lower neighbor as pervasive. The variation prescribes a course of 
increasing chromaticism for the remainder of the composition. 
Op. 5A/4 begins with a partial statement of both bass and treble 
themes of the "Romanza" in its bass and tenor, respectively. Schwartz, in 
his analysis of the variation, perceptively observes that the chromatic 
material in sixteenth notes above the partially-stated themes is motivic 
and thematic: the treble figuration in m. A83-4 implies the notes G-c#-D-E, 
a continuation of the theme begun in the tenor 1 (the opening measures of 
the variation are reproduced on the following page): 
1. Schwartz/SCHUMANN, p. 30. 
Example 14. Op. 5A/4, m. A81-4 
Attractive as this idea may seem, it is poorly supported by the above 
example; the notes, picked indiscriminately from different levels of 
dissonance in the treble, cannot claim any sort of melodic continuity. 
The uppermost Gin m. A83 should not be viewed as the melodic climax of 
the "Romanza" melody (that in m. A87 or A921 is a more likely choice), 
but rather as a function of the much expanded registration and wide ver-
tical spacing of this particular variation. This web of chromatic ma-
terial is initially superimposed over, later intermingled with elements 
of the two themes. 
The thematic material of the lower parts is interrupted when, at 
m. A85, the chromatic figurations, heavily syncopated, invade all parts: 
Example 15, Op. 5A/4, m. A85-8 
The staggering of motion between inner and outer parts demonstrated in 
the above example is skillfully designed to prevent parallel fifths in 
the treble i ,g 
,I 
and bass ~~~~~i~~~~~~~ in moving towards the mediant at 
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m. A 87. Little of the theme is discernable in the above four measures 
(Example 15). The diatonic descent of the treble (m. A87-8) may reflect 
that of the thematic melody at its corresponding measures, but of the 
thematic harmony only the cadential progression vi-V 7/v-v is maintained 
(m. A88). 
In an essentially harmonic treatment, much of the "Romanza," m. 25-8, 
is compressed in m. A89-90. On examination, the arpeggiated bass of m. A89 
contains materials of the thematic bass, tenor, and alto of m. 25: 
Example 16. Op. 5A/4, m. A89-92 
Measure A90 (above) appears to condense the harmonic material I-V/vi-vi 
1 of the theme (m. 26-8) in three syncopated chords. Then follows an ex-
tended sequential section of chromatic descent which effects the transfer 
of the accented, thematic note G (m. A90) down an octave tom. A92, where 
it is further elaborated by a chromatically descending inner voice. This 
descent finally arrives at the dominant seventh chord corresponding to 
that in m. 28 of the theme. 
Meanwhile, the descending, chromatic treble provides a different 
sonority; initially it seems to lose tension, to "unwind" from its earlier 
1. Schwartz/SCHUMANN, p. 30, contends that these syncopations obscure 
the direction of the chromatic lines. 
excesses. At m. A90, however, this upper part converges with an inner 
voice, which can then be heard as an independent, first diatonically, then 
chromatically descending voice which extends through m. A90-l. (The trans-
posed repetition of this portion of the variation, m. A891-92 1 , more clear-
ly shows the extent of this descending line, here the uppermost voice.) 
Ending on the crucial lower neighbor tone F# (m. A91), the whole line seems 
to impinge on the dominant G, which then arrives in treble and bass at 
m. A92. The lower neighbor hence acquires a structural significance in ad-
dition to its more locally ornamental function. The syncopated, descending 
bass at m. A92 effects a retransition to the opening material, slightly 
altered in return by accents over each short group of sixteenths. 
The repetition of the second part is almost literal, except that the 
treble parts are transposed up an octave (m. A891 ), then inverted (m. A901-
A911), the previously uppermost voice now transplanted down an octave: 
Example 17. Op. 5A/4, m. A891-921 
This artful interversion of voices has its analogy in the rearrangement 
and recombination of short motivic units, displayed in the preceding Im-
promptus. It also evinces Schumann's skillful deployment of vertical 
space. In m. A921 the dominant G, sustained in the tenor, is given fur-
ther emphasis, preparing the final restatement of the opening four measures: 
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Example 18. Op. 5A/4, m. A931-6 1 
These last measures again use register, as well as subdivision, to elab-
orate on the short melodic unit E-D#-E as a reaffirmation of the signifi-
cant lower neighbor. The resolution of the dissonant n#, always counter-
acted by the grouping, overlapping, and register transfer of sixteenth 
notes, is finally achieved, alone and unsupported, in the uppermost reaches 
of the piano. The extraordinary effect of this harmonic-sonorous dissipa-
tion can be more poetically described as "evaporation." 
This discarded variation, then, is motivated by structural, as well 
as chromatic properties of the theme, always maintaining its underlying 
harmonic direction. Rather than a literal presentation of thematic mate-
rial, it is an elaboration of certain characteristic features of the theme: 
details of nonharmonic tones; gestures of melodic descent (as in m. 22-4 
and 26-8); the characteristic "feminine" endings of each half of the "Ro-
manza," carried to the farthest possible extreme in m. A84, 96, and 961. 
More significant is the relationship of this variation to that di-
rectly preceding, Op. 5/3. The entire chromatic mesh which permeates the 
present variation can also be regarded as a (literal) departure from the 
chromatic germs c#-D and, especially, D#-E in the concluding measures of 
Op. 5/3 (see Examples 19A and Bon the following page): 
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Example 19A, Op. 5/3, m. 80 Example 19B, Op. 5A/4, m. A81 
The above examples reveal the treble of m. A81 as a variant of the notes 
D#-E-C, heard in the directly preceding measure. The process of building 
an entire variation upon a single aspect of that directly preceding will 
prove a dominating principle of unification throughout the Impromptus. 
It may, indeed, have begun unintentionally, in a subconscious manner, 
later becomming a conscious and deliberate means of structural coherence. 
In the fourth variation (Op. 5/5), with its landler quality, Schu-
mann revisits the domain of Papillons and other early dance pieces. The 
texture here, in marked contrast to that of the previous variation, is 
lucid and consistent, the thematic bass stated in its entirety. As in the 
preceding and subsequent Impromptus, both halves are repeated. Schwartz 
pronounces the melody of the treble "new," although conceding certain sim-
ilarities with that of the "Romanza" ( especially at m. 105) . 1 He does not, 
however, observe the interesting voice crossing in the upper parts of m. 97-
100, which conceals the motives E-D-F-E in the alto and G-A-B-C in the ten-
or of the corresponding measures of the "Romanza" (see Example 20 on the 
next page): 
1. Schwartz/SCHUMANN, p. 26. 
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Example 20. Op. 5/5, m. 97-101 
In the above example the thematic alto motive is indicated by circles, 
the tenor motive by squares. In addition to these relationships, the 
contour of the uppermost voice, with its downward-resolving appoggiaturas 
E-D and D-C (m. 98 and 100), is certainly derived from the "Romanza" 
melody, m. 18 and 22. 
Although faithful to the harmonic plan of the theme in most par-
ticulars, Schumann has broadened the spectrum of harmonic variegation in 
Op. 5/5 through such devices as struck suspension (m. 106) and by means 
already incipient in the two preceding variations: increasing numbers of 
nonharmonic tones, whether chromatic passing tones, both accented and un-
accented, or the prevalent lower neighbor, present here in m. 97, 99, 105, 
107, 109, and 111. The initial half step F#-G in the tenor of this varia-
tion seems, indeed, to spring from that in the "Romanza," m. 24. Found 
usually on the strong beat of the measure, the lower neighbor commands a 
stronger rhythmic position in this than in the preceding variation. But 
it is the upper neighbor gesture, especially as it occurs in the downward-
resolving appoggiaturas of the treble, which dominates this variation. 
It also appears in the form of accented passing tones (m. 100, 108, and 
112) in the tenor and struck suspensions (m. 102 and 106) in tenor and 
alto parts. In this way Schumann imposes a balance upon the excessive use 
of upward-resolving dissonance in the previous variation. 
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The fifth variation (Op. 5/6), which proceeds in much the same 
spirit as that preceding, 1 is an obvious departure from it, even trig-
gered by the same lower neighbor gesture F#-G which initiates Op. 5/5: 
Example 21. Op. 5/6, m. 113-4 
This Impromptu is characterized by the nearly equal interaction of its 
several parts at their respective levels, rather than the presence of a 
"Hauptstimme" with subordinate parts. The bass is of particular interest. 
It is marked by the transfer of material from one level to another, while 
maintaining the continuity of an inner voice, circled in the above example. 
The metric notation, 12/16, indicates a further subdivision of the 
basic pulse of the preceding variation. This raises the question of the 
tempo of Op. 5/6 relative to that of Op. 5/5, especially since no metro-
nome markings and few tempo indications appear in the first version of the 
Impromptus. That this variation cannot, in practice, maintain the basic 
rhythmic unit .I. of that preceding is fairly evident; however, an exact 
augmentation (i.e., J>. of Op. 5/6=•1. of Op. 5/5) is also unlikely. This 
ambiguity encourages divergent interpretations of tempo relationship. In 
defense of the notation of the present version, it visually depicts a 
1. Nelson/VARIATION, p. 106, refers to its "scherzo quality," while 
Schwartz/SCHUMANN, p. 26, describes "der punktierte Rhythmus" as the "Haupt-
prinzip" of this variation. 
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rhythmic intensification of the previous variation and, as such, more 
graphically illustrates the intention of Op. 5/6 as a "variation on a 
variation," central to its purpose within the composition. 1 Where, in 
Op. 5/5, the rhythmic motion is usually confined to the inner parts, it 
now appears actively in the bass and treble, as well as inner voices. 
While the "contour" of the thematic treble can (more or less) be 
followed, the thematic bass clearly perceived here and there, and the 
harmony is maintained in its "Hauptlinien," 2 the theme, as in Op. 5A/4, 
is never clearly present in its entirety. In the first half the bass is 
characterized by tonic pedal points in the first three measures, some-
what reminiscent of those in the sketch from Schumann's early diary (see 
Example 4, p. 15). The accented syncopations and wide leaps to dissonance 
in the bass heighten the quantity and quality of tension over the pre-
ceding variation, while the nonharmonic material of the bass denotes an 
increasing proliferation of the lower neighbor idea in the Impromptus. 3 
1. Schwartz/SCHUMANN, p. 26, suggests that the slowing of the bass in 
Op. 5/6 (effected by its rebarring in the second version, on which his 
analysis is based, as by the above-mentioned subdivision) allows more 
space for variation ( "ausspielen") of the harmony. 
2. lac. cit. 
3. In his assessment of the thematic derivation of material in this var-
iation, Taylor/VARIATION, p. 38, also uses the revised version of the Im-
promptus. He assumes that the discordant bass, identical in both versions, 
is drawn from the "chromatic appoggiaturas" in m. 19-20 of the theme of 
Op. 5B: 
Op. 5B, m. 17-20 
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In the uppermost voice sequential repetition of an ascending third 
(m. 113-4), derived either from the "Romanza" melody (m. 17) or tenor 
(m. 25-6), leads to the soprano G, the melodic climax of the theme, seem-
ingly prematurely in m. 115. In this particular variation, however, Schu-
mann appears to rely less upon melodic climax and more on the intensifying 
aspect of texture and the harmonic surprise of the second half to lend a 
cumulative effect. In m. 119 the syncopation of the bass, against the 
punctuated descending chords in the treble, creates a typically Schumannian 
"headlong" effect, counteracted by a decrescendo: 
Example 22. Op. 5/6, m. 119-20 
The contrary motion of the second part (m. 121-2), as well as that in the 
above example, may be a deliberate outgrowth of such a passage as m. A89-90 
in Op. 5A/4, which Schwartz, examining only the second version which omits 
that variation, fails to observe. 
Example 23A. Op. 5A/4, m. A89-90 Example 23B. Op. 5/6, m. 121-2 
The contour of the bass in Op. 5/6 (see Ex. 21, p. 73) could, of course, 
only have arisen from the first version of the theme (Ex. 2, p. 59), whose 
two successive lower neighbors (m. 19-20) it resembles more closely than 
the chromatic material of the revised theme above. Taylor's neglect of the 
first version of the Impromptus, as well as his failure to consider the 
motivic implications of the intervening variations, limits his analysis. 
A significant harmonic departure from the theme occurs at m. 123: 
Example 24. Op. 5/6, m. 123-5 
The strong emphasis on the subdominant here may be foreshadowed in m. 108 
of the preceding variation, where the initial chord could be interpreted 
Example 25. Op. 5/5, m. 107-12 
The startling effect of the subdominant in Op. 5/6, m. 123, is heightened 
by the sudden allusion to the "Romanza" melody with its arpeggiated ac-
companying figurations. The harmonic departure is brief, however, ter-
minated by an almost immediate return to the groundplan of the theme. In 
the treble a continuous ascent begins at m. 121, reaching a climax at 
m. 125. Its arrival is marked by a sforzando and the full texture of a 
C major chord, which also articulates a return to the initial material. 
This chord of arrival could be regarded as the actual climax of the varia-
tion. 
Extending further the principle of harmonic divergence from the theme, 
the sixth variation (Op. 5/7), marked "Presto," begins in A minor. Its 
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mood is wildly agitated, precipitated by syncopations, in contrast to the 
two lilting variations which precede it. Characterized by bold contrast 
of major and minor, its second part yields the first actual departure from 
the phrase structure of the theme. 
In the first part the "Romanza" melody in minor is initially con-
tained in the treble: 
Example 26. Op. 5/7, m. 129-33 
Then, as in Op. 5/6, a portion of the melody is extended sequentially. 
Leaving all resemblance to the thematic melody behind, it finally descends 
to the cadence in C major. Schwartz considers as especially significant 
the motivic use of the ascending fourth, augmented in m. 130, 132, and 134. 1 
The sequentially ascending fourth, possibly motivated by a similar use of 
ascending thirds in the preceding variation, again exemplifies the carry-
over of procedures from one variation to the next. 
A violent four-measure section of sharply syncopated chords and 
1. Schwartz/SCHUMANN, p. 27, is less convincing in the suggestion that 
isolated tones of the thematic melody are dispersed through m. 133-4, e.g., 
G-A-c# in the right hand at m. 133 and Din the left hand at m. 134. No 
c# is found in the right hand of m. 133 in the first version, nor is it 
likely that that in the second version has any melodic-thematic function. 
Schwartz also fails to take into account the presence of relative minor in 
the first part, which further disallows any thematic significance to these 
particular notes. 
octaves in contrary motion (perhaps also motivated by similar gestures 
in the corresponding portion of the previous variation) succeeds the 
repetition of the first part: 
Example 27, Op. 5/7, m. 137-40 
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The diverging of bass and treble parts (above) emphasizes and prolongs 
the diminished dominant of A minor; their converging effects a return to 
its dominant in root position. This passage has its origins in the cor-
responding four measures of the theme, whose direction is also to the 
relative minor. 1 But, unlike the theme, m. 137-40 effects such strong 
dominant preparation for A that, accordingly, Schumann has interpolated 
an eight-measure portion in A major: 
Example 28. Op. 5/7, m. 141-3 
The "Romanza" melody appears beneath the above statement of the initial 
1. Schwartz/SCHUMANN, p. 27, terms m. 137-40 a "Zusammenziehung" of the 
corresponding measures of the theme, particularly emphasizing m. 27 of the 
theme. 
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eight measures of the variation, now in major. The fleeting appearance 
of this unaltered fragment of Clara's theme gives it the character of a 
"motto," while, above, the augmented fourths are molified, the strident, 
bare octaves harmonized as they delineate A major. This section, with 
its abrupt change of mood and dynamics, typifies the quality of "aside" 
so central to the Schumann character piece. It ends as abruptly as it 
begins, whereupon the bluster of m. 137-40 redescends, leading to a forte 
restatement of the first part. 
Formally the variation at first appears uniquely symmetrical, tri-
partite, with little relation to the structure of the theme: 
A) B) C) B) A) 
m. 129-36 m. 137-40 m. 141-8 m. 1371-401 m. 1411-8 1 
Despite this tripartite appearance, the second part can be divided into 
two portions equal in length (m. 137-48 and 1371-48 1 ), which can be re-
garded as the same material with different eight-measure endings. Hence, 
the form of the variation can also be described as bipartite, approximating 
the plan of the theme, though differing in its proportions. 
The next variation (Op. 5/8) is suddenly introspective, envisioned 
by Korte as a musical "portrait of Clara herself. 111 In its repetition 
scheme it adheres to the theme, differing only in that, as in the previous 
variation, its first half ends on the tonic (see Example 29 on the next 
page): 
1. Korte/SCHUMANN, p. 44, does not, however, provide musical (or other) 
evidence for this supposition. 
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Example 29. Op. 5/8, m. 149-53 
In the first half the "Romanza" melody appears in the tenor (as in Op. 5A/4 
and 7), while grace notes delineate a pointillistic bass, first chromatic 
(m. 149-50), then in the ascending fourths A-D-G (m. 150-1), shadowy coun-
terparts to those in the tenor. This grace note idea is possibly derived 
from the sixteenth note anticipations in the preceding variation, again 
evidencing the relaying of isolated musical ideas from one variation to 
the next. 
The "Romanza" melody is stated literally until m. 151, where G, rather 
than D, is its melodic high point. 1 In the next measure the melody is fur-
ther altered, although its descent by fourths may allude to the inner treble 
part of the corresponding measure of the theme. The subsequent arpeggiation 
of the "Romanza" melody (m. 153) recalls Op. 5A/4, m. A93. The material of 
the opening four measures is then restated in m. 153-6, hence ending on the 
tonic. 
An inner voice in the treble is noteworthy: 
Example 30. Op. 5/8, m. 149-52 
1. This is justified, as in Op. 5/3, by the Ab in m. 157 as the melodic 
climax of the variation. 
This brief melody may be viewed as yet another variant of the thematic 
alto, m. 17-20. 
In addition to the tonic ending of the first half, other slight 
deviations from the thematic harmony provide new colors (e.g., m. 149, 
commencing on the mediant, and m. 150, with a secondary dominant pre-
ceded by its dominant) and recall previous variations (A# in m. 155-6, 
recalling that in Op. 5A/4, m. A83, Op. 5/6, m. 115, and especially 
Op. 5/5, m. 104-5). 
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The second half is characterized by further development of a har-
monic procedure drawn from the previous variation: the emphasis on E major 
(m. 159-60), a departure from the harmonic plan of the theme, recalls 
Op. 5/7, m. 137-40, 1 where Eis elaborated and extended as the dominant 
of the major submediant: 
Example 31A. Op. 5/7, m. 137-40 Example 31.B. Op. 5/8, m. 159-60 
The use of the major mediant in Op. 5/8 (Example 31B above) has a parallel 
in that of the major submediant in the preceding variation. Only B from 
the thematic melody is retained in m. 159-60; noteworthy is its transfer 
from the tenor to the bass, where it initiates a restatement of m. 149-52. 
1. Measure 27 of the theme is also indirectly recalled, as observed in 
Schwartz/SCHUMANN, p. 28. 
82 
The "Romanza" melody is also considerably altered in m. 157-8, although 
its contour and harmonization recall m. A89-90 of Op. 5A/4: 
Example 32A. Op. 5A/4, m. A89-90 Example 32B. Op. 5/8, m. 157-8 
The downward resolution of the dissonant tenor, especially in m. 157-8, 
imposes a certain balance on the thus far little challenged supremacy of 
1 the lower neighbor gesture throughout the Impromptus. Meanwhile, the 
alto (and the uppermost voice, its phantom reflection) delineates another 
four-note motive, D-B-C-G, which can be regarded as another variant of 
the germinal falling fifth motto. 
Bold contrasts to the rhythm and dynamics of Op. 5/8 are combined in 
2 the next variation, Op. 5/9. This Impromptu adheres to the theme in such 
particulars as phrase structure, repetition scheme, and harmony (with such 
local deviations as D major in m. 166). Schwartz traces the thematic mel-
ody as follows: m. 165, G-E; m. 166, A-D; m. 167, G; m. 168, D#-E-C. 3 More 
1. It also indicates a new emphasis on m. 25 and 27 of the "Fomanza," 
which features, in the treble, the downward resolution A-G and C-B, re-
spectively. Brief acknowledgement of this material occurs earlier at 
m. 73-5 and 105. 
2. Nelson/VARIATION, p. 106. Schwartz/SCHUMANN, p. 28, observes that 
Op. 5/9 is again built on a distinct and characteristic rhythm, the dotted 
sixteenth note. 
3. Schwartz/SCHUMANN, p. 28. The latter three notes, D#-E-C, however, 
could not have been derived from the first version of the theme, but rather 
from Op. 5/3, m. 60 and 80. 
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significantly, the transportation of material from one register to another 
via octave displacement reveals, indeed emphasizes the equivoc·a1 relation-
ship of ascending fourths in the "Romanza" melody and descending fifths in 
its bass: 
Example 33. Op. 5/9, m. 165-6 
The descending groups of sixteenth notes in the bass, in combination with 
the upward-leaping octaves of the treble, also effect a stepwise descend-
ing line beginning with E in m. 165 (in all registers) and continuing down-
ward to the tonic and its lower auxiliary in m. 167, a descent continually 
interrupted by rapid shifts of register. The ascending (m. -165-6) and de-
scending (m. 167-8) pairs of octaves are also motivic in function, recalling 
such material as the descending octaves.of the tonic pedal in Op. 5/6, 
m. 113-5, the ascending octaves of the treble in Op. 5/7, m. 135-6, and, 
especially, the second half of the directly preceding variation, where the 
alto anticipates the uppermost treble voice at the octave (see Examples 
32B and 31B above). The first four measures of the present variation cor-
respond roughly to the theme in harmonic structure; the frequent changes 
of harmony are more rhythmic and coloristic than functional. 
As the variation continues, the thematic melody is less readily fol-
lowed (see Example 34 on the next page): 
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Example 34. Op. 5/9, m. 169-72 
Schwartz suggests that the passing Bb in the bass of the "Romanza," m. 20, 
appears delayed in m. 169, above, and is thereby given greater emphasis. 
Just as this passing Bb emphasizes the subsequent A, he argues, the Eb in 
m. 170 (which has no thematic derivation whatever) is intended to provide 
similar impetus to the D which follows. 1 Had Schwartz used the first ver-
sion of the Impromptus in his analysis, he would have observed that the 
crucial notes A and D, on which the said Bb and Eb presumably impinge, ac-
tually appear as grace notes before Bb and Eb, and therefore correspond in 
position to the thematic harmony. These grace notes also recall and rein-
force the lower neighbor gesture, which acts as a unifying principle with-
in the Impromptus. The subsequent G of the thematic bass (m. 23) is then 
forcibly emphasized in the treble of the corresponding measure (m. 171) 
of Op. 5/9. The first half of the variation ends on the mediant, perhaps 
invoking the brief section of E major in the directly preceding variation. 
In the second half a descending fifth motive in the treble replaces 
the octaves of the first half, clear evidence of the gradual invasion of 
the treble by the falling fifth motto of the thematic bass (see Example 35 
on the following page): 
1. Schwartz/SCHUMANN, p. 28. 
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Example 35, Op. 5/9, m. 173-4 
The chromatically altered Ab appears in m. 173, as in the corresponding 
measure of Op. 5/8, while a dominant ninth chord of IV in the next meas-
ure leads to a statement of the subdominant in m. 175. 1 Schwartz correct-
ly observes that m. 176 compresses m. 27-8 of the theme, the mediant re-
placing the thematic dominant: 2 
Example 36. Op. 5/9, m. 175-7 
The first four measures are then repeated. The imitative texture of 
m. 173-6 (above) recalls that of Op. 5A/4, m. A81-4, but is here more 
readily perceived, requiring both hands in its execution. This material 
anticipates such passages as the second interlude of the final piece in 
Kreisleriana, Op. 16/8. 
Continuing the procedure of the preceding variation, m. 157-8, the 
second half of Op. 5/9 also dwells upon downward-resolving dissonance: 
1. Cf. Op. 5/6, m. 122-3. 
2. Schwartz/SCHUMANN, p. 28. 
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A resolves to Ab, D to Db in the upper parts of m. 173-4, this emphasized 
by presentation in two registers. Measures 175-6 then continue the pro-
cess of chromatic descent, with special emphasis on G#-G in m. 176. Schu-
mann appears to set the lower and upper neighbor in confrontation at 
m. 179-80 (and earlier at m. 167-8). Here the downward resolution C-B is 
counterbalanced by the upwardly-resolving F#-G and n#-E in the final meas-
ure, as though a reassertion of the continued supremacy of the lower neigh-
bor idea. 
Insight into the evolution of the latter portion of the Impromptus 
is yielded by a sketch reproduced on p. 87-8 and partially transcribed on 
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1. Zwickau. Robert-Schumann-Haus. Ms. 4648, two leaves, three written 
sides. 
89 
A portion of the sketch, transcribed below, shows that material appearing 
as Op. 5/10 in the completed Impromptus was originally intended as part of 





Here ends the sketch for Op. 5/10 proper. The sketch, however, continues 
for an additional thirty measures: 
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The above manuscript is not dated, but it must be assumed that it is a 
sketch for the first version of the Impromptus, not the subsequent re-
vision. The indications X and IX, written faintly over m. 1 and 22 of 
the sketch, respectively (seep. 87), correspond to the numbering of the 
second version but do not appear to be in Schumann's handwriting. The 
sketch indicates that the material to become Op. 5/10 (in the first ver-
sion) was at first intended to directly succeed the climactic four-meas-
ure statement of the falling fifth motive, with its intense tremolando 
accompaniment, in what is now m. 404-7 of the last Impromptu. The initial 
purpose and function of Op. 5/10, then, was to provide contrast and re-
lief from the intensity of the fugal finale and/or to act as a means of 
extending it. It is conceivable, though unlikely, that this material may 
have been intended as a recollection of an entire variation occurring 
earlier. 
Most of the discrepancies between the ninth variation (Op. 5/10) 
and the sketch (m. 22-53, transcribed on p. 89) arise because, in the com-
pleted version, Op. 5/10 is a separate and independent variation, rather 
than a contrasting section of the finale, as in the above sketch. Most 
noticeable are the differences in the bass. In order to achieve continuity 
within the finale the "contrasting material" initially maintains the G 
of the directly preceding bass tremolo. The extremely awkward leaps in 
m. 24-6 of the sketch are the result of an attempt to compensate for the 
wide vertical spacing of the first several measures. By m. 28 the desired 
spacing is achieved, and the bass of the sketch subsequently matches that 
of Op. 5/10 fairly closely. But that the initial upward shift of the bass 
was unsatisfactory to Schumann (perhaps even eventually deciding the final 
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disposition of this material) is implied by the low Eb in m. 29, probably 
intended to counterbalance the sudden upward shift in registration and 
maintain continuity with the previous material of the finale. 
The notation of the completed variation, Op. 5/10, has been changed 
from 6/8 (in the sketch) to 12/16, so that each measure of the variation 
corresponds to one of the theme. The altered meter also facilitates an 
1 avoidance of metric accents, which serves the "dream-like" atmosphere and 
sustained lines of the variation. 
Example 38. Op. 5/10, m. 181-3 
i 
The accented, detached notes in the treble and bass, which "fill in" the 
rhythmic "gaps" of the inner parts, speak more clearly here than in the 
sketch, where these notes are accented only in m. 47. 
The melody of the "Romanza," though discernable, is not stated lit-
erally. 2 Measure 184, with its emphasis on Eb, presents the only signifi-
cant departure from the harmony of the theme. 3 This harmony, as well as 
1. Wasielewski/SCHUMANN, p. 108, views this variation as a depiction of 
"moonlight and nightingale's songs in Riedel' s garden," while Schwartz/ 
SCHUMANN, p. 28, refers to it as a "zart, dahinschwebendes Stuck." 
2. E.g., the divergent c# in m. 182 and 186. In the corresponding meas-
ures of the sketch, m. 24 and 32, the notes A and A#, respectively, appear 
instead of c#. 
3. Schwartz/SCHUMANN, p. 28, does not convince in the hypothesis that this 
Eb is derived enharmonically from then# in the corresponding measure of the 
theme; there is non# in the first version of the theme. 
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the diminished chord in m. 182 and the minor subdominant in m. 195, imply 
a derivation from the parallel minor. (This is the only variation in which 
these particular harmonies appear, there being no variation in the minor 
tonic.) 
The uppermost voice, with its chromatic descent, recalls the chro-
1 
matically descending alto melody of Op. 5/8, as well as earlier chromatic 
fragments in Op. 5A/4, Op. 5/6, and even Op. 5/9, while the cambiata in 
m. 182 and 186 and the lower auxiliary in m. 183 are distinct references 
to the "Romanza," m. 19-20. 
The second part of the variation is nearly identical to the sketch. 
It adheres closely to the thematic melody, recalling its heretofore little 
elaborated upper neighbor tones at m. 189 and 191. The interval of a de-
scending fifth is isolated in the uppermost voice, again repeating a pro-
cedure of the directly preceding variation: 
Example 39. Op. 5/10, m. 189-92 
This descending fifth is emphasized by syncopation and, still further, by 
its dialogue with the bass. (It should be noted that the falling fifth 
motive has not fully appeared since Op. 5/5. In Op. 5/9, 10, and 11 it is 
1. The similarity of texture and mood between Op. 5/8 and Op. 5/10 is 
noteworthy. 
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present only in fragments which have gravitated into the treble parts. 
A statement of the motive in its characteristic form will be withheld 
until the finale.) The conversation between the outer parts in the a-
bove example is developed into a scheme of considerable rhythmic sub-
tlety. The descending fifth D-G in the treble of m. 189 appears to ini-
tiate the dialogue; but this interval is itself an imitation of the fal-
ling fifth occurring in the treble and bass of m. 188 and between the 
outer parts at m. 188-9: 
Example 40. Op. 5/10, m. 187-9 
Because of such factors as registration and accentuation (e.g., the sfor-
zando in m. 194, initiated by the treble and imitated by the bass) the 
treble seems to lead in the ensuing dialogue, the bass to follow. It is 
the bass, however, which initiates the melodic material in m. 189-90 and 
194-6, then imitated by the treble. While counterbalancing the thematic 
melody, these outer parts contribute a rhythmic equivocation and supple-
ness characteristic of Schumann at his best. Significantly, the single 
instance of exact imitation by the outer parts twice in succession (m. 194-
196) delineates the consecutive fifths C-F-G-C of the bass motto and antic-
ipates its forcible statement directly following Op. 5/10 in the sketch 
(seem. 53-5 on p. 90). The concluding measures of Op. 5/10 are shown on 
the following page. 
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Example 41. Op. 5/10, m. 194-6 
~ °19 O=EF :J 
if 
Let us briefly consider m. 54-83 of the sketch (seep. 90), that 
discarded portion which attempts to extend and develop the texture and 
rhythm of the preceding material which was to become Op. 5/10. The state-
ment of the motto in octaves (m. 53-5) acts as a transition between that 
material and the remainder of the sketch; it also articulates and rein-
forces C major after the previous fugal section in C minor (seem. 1-21 
of the sketch on p. 87) and returns the falling fi:f'th idea to prominence. 
While m. 22-53 of the sketch highlight the "Romanza" melody in an inner 
voice, this discarded section stresses the motto of the thematic bass, 
first in its outer parts, then, with slight alterations, in the tenor at 
m. 63-9. The harmonic direction of the whole portion seems ambiguous, 
almost arbitrary. While the section begins with a clear delineation of 
F minor (m. 55-9) and then alludes to Ab (m. 60-7), m. 68-79 appear to 
vacillate aimlessly between Ab and Eb. Measures 79-82 then appear to pre-
pare a definite arrival on Ab, but this too is thwarted in the final meas-
ure of the sketch. The evident lack of harmonic purpose revealed in this 
part of the sketch implies spontaneous improvisation rather than forethought. 
The penultimate Impromptu (Op. 5/11) in Ab is the only variation in 
3/4 meter, unique also in its chromatic departure from the thematic key. 
Of all the variations its divergence from the thematic structure is most 
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radical, its alteration and juxtaposition of thematic materials most 
. . t· 1 1.mag1.na 1.ve. Drawing mostly upon Clara's melody, it is unquestionably 
the most "lyrical" of the variations. 
In this Impromptu the dichotomy of lower and upper neighbor tones 
reaches its fullest expression, for it is here that downward-resolving 
dissonance attains full prominence, actually overriding the lower neigh-
bor and checking its advancement since the fourth Impromptu. The gesture 
of a downward-resolving appoggiatura, 2 which dominates Op. 5/11 on var-
ious levels, gains in dramatic effect by its contrast with the preceding 
variations. 
The variation begins, as though still in C, with what appears to be 
the neapolitan, but then hastens to F minor (already encountered in the 
preceding variation, m. 195), cadencing on what appears to be its dominant: 
Example 42. Op. 5/11, m. Al97-202 
The "sigh motive" is already prominent in the first measure, counter-
balancing the half step ascent, C-Db, in the bass. Thereafter, this upper 
neighbor occurs in one or more voices throughout m. Al99-202. The above 
six-measure introduction is repeated, F minor then giving way to its relative 
1. Schwartz/SCHUMANN, p. 30, considers it more "Phantasie" than variation. 
2. Boetticher/SCHUMANN, p. 589, terms it a "typische Seufzerfigur." 
major (Ab) at m. 203. The material of m. Al97-202 seems to be new but 
may derive in part from the melodic descent of the theme at m. 22-4. 
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This introductory portion corresponds to "A" in the formal diagram, pro-
posed by Schwartz, which is presented below. 
In this scheme only "A" and "A1" share similar rhythmic properties. "B," 
a twelve-measure area, commences with a fragment of Clara's melody in its 
tenor, while the treble may also allude to the ascending motive of the 
thematic tenor: 
Example 43. Op. 5/11, m. A203-8 
The subsequent "A1" section (m. A215-20) elaborates the secondary dominant 
of Ab, states its minor dominant (m. A218), and closes with a dominant 
seventh: 
Example 44. Op. 5/11, m. A215-20 
1. Schwartz/SCHUMANN, p. 30. 
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The bass in m. A219-20 recalls the falling fifths of the thematic bass. 
Here, as earlier, the upper neighbor maintains, further emphasized in 
m. A215 by its appearance in the bass as well as other parts. 
In the repeated "B" section the lower neighbor makes a bid for 
superiority. Where, in the bass of m. A211-4, the chromatically ascending 
pairs of notes, B-C and Bb-cb, receive no particular emphasis as they act 
to balance the descending notes F-Eb in the treble of the same measures, 
in m. A229 and 231 these ascending pairs are transplanted into the treble, 
acting as an additional voice which clashes with and resolves over a tonic 
pedal: 
Example 45. Op. 5/11, m. A227-32 
This increased emphasis of the lower neighbor (see circled notes in the 
above example) appears to momentarily neutralize the earlier "sigh mo-
tives." In the subsequent "C" area, m. A233-60, the bass, whose figur-
ations often contain one or more lower neighbors, at first appears to 
extend and reinforce the gains of the lower neighbor: 
Example 46. Op. 5/11, m. A233-8 
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The above "C" material, stretto, begins in the minor tonic. Its 
first eight-measure unit presents the thematic melody in syncopated oc-
taves over ascending figurations in the bass. The ascending fourth of 
the "Romanza" melody is augmented here, as earlier in Op. 5/7, also in 
minor. The four notes Eb-Bb-cb-Ab which complete the phrase clearly 
juxtapose a variant of the falling fifth motto with the thematic melody 
in minor, while also playing with the relationship between ascending 
fourths and descending fifths. Such a transplantation of the four-note 
motto into the treble was also observed in the two previous variations. 
This infiltration of the fragmented, altered motto is borne out in the 
subsequent twenty-measure area where, at m. A241-8, the motto appears in 
the guise of consecutive descending fifth and fourth in the syncopated 
octaves of the treble: 
Example 47. Op. 5/11, m. A241-8 
The repetition of this motto, together with stringendo, crescendo, and 
dominant emphasis, effects a climax, suddenly piano: 
Example 48. Op. 5/11, m. A249-50 
If this central "C" area, described by Schwartz as a "variation 
in itself," 1 appears to be dominated initially by the lower neighbor, 
its latter portion, m. A249-60, reinstates the earlier "sigh motives." 
At "a tempo" the initial descending intervals in the treble (see Exam-
ple 48 above) generate an extended passage of unexpected lyricism and 
expansiveness unparalleled in the Impromptus: 
Example 49. Op. 5/11, m. A251-60 
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The climactic, almost ecstatic downward-resolving appoggiaturas of m. A250 
and 252 proclaim the irrefutable ascendancy of the "sigh motive" over its 
adversary, the lower neighbor. Although briefly reasserted in inner voices 
at m. A277-8, the lower neighbor is vanquished once for all in Op. 5/11 by 
the sforzando-ridden upper neighbors of its final measures: 
Example 50. Op. 5/11, m. A279-84 
Schumann's alteration of the treble at m. A281 is noteworthy: by allowing 
Bb to descend chromatically here he effects a more deliberate close to the 
1. Schwartz/SCHUMANN, p. 30. 
lOl 
variation. 
The gross form of this penultimate variation, then, corresponds to 
a large ABA, with m. A233-60 as a central contrasting portion; its over-
all form, if not its proportions, also obtains in the finale of the Im-
promptus. The structure and content of Op. 5/ll, it will be shown, pos-
sess significant implications for the finale and the composition as a 
whole. These implications can best be understood by an inquiry into the 
deletion of this interesting variation in the second version of the Im-
promptus. The next chapter will undertake such an inquiry. 
A transcription of the sketch of fugal material from the finale of 
the Impromptus, reproduced earlier as Example 37, p. 87, appears on the 
following page. 
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Example 51. Op. 5/12, Sketch 
r· -
The above sketch, directly preceding that corresponding to Op. 5/10 in 
the completed version of the Impromptus, suggests that Schumann originally 
planned a more extensive middle section than that of the existing finale, 
an area which would include not only m. 22-53 (see Example 37, p. 89) but 
some thirty additional measures (seep. 90) as well as fugal material. As 
this available sketch of the finale does not, however, include the large 
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sections (m. 285-316 and 408-A461) which frame the central fugal part, 
the context of the above sketch within the finale is unclear. It is even 
conceivable that none of it was then intended as part of a finale, or 
that the outer portions of the finale were added after Schumann decided 
not to include m. 22-83 of the sketch. The redisposition of material 
corresponding to Op. 5/10 and the complete abandonment of m. 54-83 of the 
sketch cannot, therefore, be evaluated with respect to the overall struc-
ture of the finale. The above fugal sketch, m. 1-21, will be discussed 
in the ensuing examination of the last Impromptu, Op. 5/12. 
An analysis of a variation finale must take into account those as-
pects which give it a cumulative effect: the resolution of residual ten-
sions and conflicts from the preceding variations; the recalling and "sum-
ming up" of previous material, often in a transformed and more conclusive 
aspect. Most importantly, the finale must provide a psychological and 
temporal sense of culmination and inevitability. In his analysis of the 
last Impromptu Schwartz does not discuss its cumulative properties. He 
correctly observes that, although faster, its initial rhythm recalls that 
of Op. 5/5 and that the falling fifth motto reappears complete in the bass 
after an absence of the preceding five variations. He also remarks that 
the periodic structure of the theme is maintained, the harmony of the first 
part (m. 285-92), in the main, true to the theme. 1 While perceiving the 
harmonic alterations of the "Romanza," m. 28-30, he does not observe that 
the disjunct octaves in m. 291-2 recall the dissonant leaps of the bass in 
Op. 5/6, or that the isolated bass notes G-C-E-A-D-G of m. 293-8, which 
1. Schwartz/SCHUMANN, p. 29. 
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correspond to the thematic melody, are rounded out by the notes C-F-G-C 
of the thematic bass (m. 299-300) 
Example 52. Op. 5/12, m. 293-300 
In this manner the intervallic interconnection between the two themes, 
treble and bass, is again pointed out. 1 
The sixteen-measure section which follows is, in my view, analogous 
to the sixteen-measure "Un poco Adagio," 2 for, by means of a tonic pedal 
point, it provides impetus for the fugal section which follows, and its 
final four measures (m. 313-6) isolate the descending fifth figure in 
the treble, just as it is isolated and projected in m. 13-6 of the intro-
duction. 3 Prior to this, the descending fourths in the bass of m. 301-4 
reaffirm the relationship between the motivic falling fifths of the thematic 
1. Schwartz/SCHUMANN, p. 29, correctly observes that the thematic har-
monies, m. 29-32, are compressed into m. 299-300. 
2. Schwartz, loc. cit., refers to this section as "Weiterspinnung." 
3. Dahms/SCHUMANN, p. 66, perceives the influence of Beethoven in this 
isolation of the theme after much thick texture. 
bass and the fourths of the treble, while the fully harmonized tonic 
arpeggios in contrary motion at m. 311-2 both reaffirm and supplant the 
initial ascending arpeggio, G-C-E, of the thematic melody: 
Example 53. Op. 5/12, m. 310-6 
Clara's melody will not return again in its entirety. 
The fugal section actually commences with the isolated statement 
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of falling fifths in the treble, four measures before the change of key 
(m. 317). This "fugue subject" is then answered at the dominant. The 
accompanying countersubject maintains the established rhythm, its three-
note descending figure possibly recalling the bass of Op. 5/9: 
Example 54. Op. 5/12, m. 317-22 
Schwartz has differentiated the "fugue" into two expositions, m. 313-
332 and 337-44, separated and followed by episodes 1 mostly sequential in 
nature. In the second episode the initial texture of the present variation 
1. Schwartz/SCHUMANN, p. 29. 
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is recalled (m. 353-60) while emphasizing the dominant. A stretto com-
mences at m. 361, with overlapping entrances of the subject followed by 
diminution of the theme (m. 369), the rhythm of the countersubject re-
tained throughout. In m. 375 the falling fif'th motto-subject invades the 
countersubject itself, 1 dissipating in m. 382, where only an isolated 
descending fifth remains: 
Example 55. Op. 5/12, m. 380-4 
A chromatic descent ensues (m. 384-90), built upon a succession of iso-
lated falling fifths alternating between bass and treble (see Example 56), 
then a brief ascent which leads to an arrival in the dominant, articulated 
by a treble statement of the motto-subject over a rumbling dominant tremolo: 
Example 56. Op. 5/12, m. 385-95 
1. The evolution and structure of this particular material is discussed 
in Chapter 2, p. 35-7. See especially Ex. 13, p. 35. 
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The available sketch of m. 387-407 (see Example 51, p. 102) reveals 
some discrepancies in part writing, notation, and other aspects, which will 
be evaluated here. Measure 2 of the original sketch (seep. 87) shows 
that the tenor part originally commenced with a descending fourth, rather 
than the ascending octave of m. 388. The initial C in the tenor has been 
erased and replaced by Gin the bass. This seemingly insignificant change 
in notation discloses Schumann's attempt to begin the countersubject in the 
inner parts with an upward leap, a pattern which obtains in m. 386-90: 
Example 57. Op. 5/12, m. 385-90 
In m. 3 of the sketch (corresponding tom. 389 of the finale) the Fin the 
bass has been deleted, probably to give greater emphasis to the descending 
fifth C-F in the tenor. In m. 5 the Gin the bass, tied from the preceding 
measure, has been altered to Ab in m. 391, probably to accentuate the ac-
celerating ascent of this voice. The part writing in the same measure of 
the sketch indicates that Schumann initially intended the line F-Eb-c to 
be heard in the tenor, which might have given greater impetus to the ensuing 
dominant: 
Example 58B. Op. 5/12, m. 391-5 
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Schumann may have wished to avoid too great a drive to the dominant in the 
completed finale (Example 58B above), reserving the greater thrust for 
m. 403, which leads to a climactic, harmonized statement of the falling 
fifth motto. 
Measures 10-7 of the sketch (see Example 37, p. 87) show that Schu-
mann originally intended to extend the bass tremolo into m. 396-403 of the 
finale. He has erased the tremolo marks in the corresponding measures of 
the sketch, no doubt because they cannot be executed at the keyboard. This 
phenomenon suggests the possibility that this material, like m. 375-83, had 
orchestral origins, the bass initially assigned to timpani or lower strings. 
Measures 396-403 of the finale differ more notably from their corresponding 
measures in the sketch. Schumann has added a Gin the tenor register, 
doubling the bass pedal point, "filling out" the texture, and, most impor-
tantly, introducing a rhythmic figure ~I· which recurs at regular inter-
vals, acquiring almost a motivic independence: 
Example 59. Op. 5/12, m. 396-407 
- - - -- - - -~- 17· _, _______________ 4w-:--1 P ,.._____... r· *'b. 
In m. 400 (above) Schumann has transplanted the tenor down an octave from 
that in the sketch, again for reasons of textural and sonorous balance and 
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to prevent the awkward leaps in the tenor of the sketch (m. 15-7). With 
this improved spacing and the added Gin the tenor Schumann is able to 
maintain the falling fifth in the treble (m. 400-3), which is, in part, 
sacrificed in the sketch: 
Note in particular the awkward voice leading in m. 16-7, where the chro-
matically descending line G-F#-Fq in the bass resolves to Eb in the treble 
of the subsequent measure. The addition of Gin the tenor also facilitates 
an improvement in the part writing of this material. 
The sketch contains no articulation marks other than the sforzandos 
in m. 10-7, no expressive indications, and few phrase markings. In the 
corresponding portion of the completed version the occasional offbeat ac-
cents in the countersubject (e.g., in m. 384-6) are particularly effective, 
recalling the first four measures of "quasi satira" (m. 317-20). The sketch 
includes phrase markings for only the soprano and alto (m. 10-7); in the 
completed version these are removed, the alto markings assigned to the tenor 
(m. 396-401), smoothing its articulation and effecting a "counterpoint" of 
articulations between the several parts. 
While the fugal portion of the last Impromptu is designated a "five-
1 voice fugue" by Schwartz, Keil more guardedly refers to it as a kind of 
1. Schwartz/SCHUMANN, p. 29, bases this assessment on fts densest part. 
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synthesis in which freer formal structure is combined with a partial ap-
plication of strict fugal techniques. 1 Keil's stylistic evaluation of 
this portion of the finale will be summarized in the following paragraphs. 
Pianistic sonority ("harmonisch klanglichen und pianistischen vir-
tuosen Elemente"), rather than an academic contrapuntalism, is the domi-
nating principle of this material. The predominance of sonorous aspects 
over fugal processes is manifested by a freer handling of voices, a broad 
and colorful harmonic palette (often a function of rhythmic attributes), 
and a frequent use of parallel thirds and sixths. 2 The independence of 
voices in a four-part fugal texture is not always maintained; sometimes 
the texture is expanded to include five or more parts, sometimes obscured 
by octave doubling. In this total picture, then, the application of such 
contrapuntal devices as stretto and diminution is relatively insignificant. 
Keil's analysis places great emphasis on the diverse and manifold 
rhythmic content of this section of the finale. In his view, three to 
four rhythmic patterns may be superimposed, often effecting an intensifi-
cation of the sonority and heightening the musical expression. In a dia-
gram, reproduced below, Keil isolates m. 376-7 which allegedly illustrate 





Example 61. Fugue Diagram 3 
Keil/FUGENTECHNIK, p. 81. Pages 81-6 are condensed below. 
E.g., in m. 337-40. Cf. Keil's more specific description of 
of Op. 5/12, p. 84-5, 
Keil/FUGENTECHNIK, p. 84. 
the har-
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The five voices in the above diagram can hardly be considered separate 
rhythmic components. Only three of the parts are, in fact, active and, 
except where indicated by the circle, these actually dovetail rhythmi-
cally. Keil, however, considers such an "abundance" of simultaneous 
rhythmic ideas singular in a fugal composition. 
The "sonority" of the modern piano, according to Keil, is an im-
portant factor in the evaluation of this fugal section, for it conditions 
much of its harmonic constitution and relegates the contrapuntal workings 
1 to the background. In this context of keyboard sonority, Keil deems the 
use of pedal point especially significant, prophetic of that in later com-
positions. Pedal point works as a means of dynamic intensification in the 
finale, bringing the "fugue" to its high point of tension and sonority 
(m. 392-407). Keil overlooks, however, the role of this booming dominant 
pedal in recalling and reaffirming earlier vestiges of pedal point in 
Op. 5/7 or even Op. 5/8 (m. 157-8). 
In summary, harmonic-sonorous and idiomatic elements, rather than a 
contrapuntal working out of thematic materials, inform the central portion 
of the finale. The fugal techniques, only partially controlled, effect the 
desired compression of the variation without undermining its intrinsic 
exuberance and spontaneity. But, in his failure to consider the fugal 
elements of the finale in the context of the whole variation set, Keil 
gives insufficient weight to the conception that fugue is, itself, an 
1. In this he concurs with Brown/AESTHEI'ICS, p. 142. Brown contends that 
Schumann's counterpoint of the 1830 1 s is grounded on "figured harmony," ra-
ther than the interweaving of separate, independent voices. Cf. Hohenemser/ 
SCHUMANN, p. 302: the individual voices of Schumann's works are not truly 
melodically independent, contributing, rather, to a "total sound." 
ll2 
ultimate variation process through which the theme, permeating the entire 
texture, is varied and developed to the greatest possible extent. 1 
The concluding section of the finale begins with a restatement of 
its opening sixteen measures unrepeated. On reiteration the subsequent 
sixteen measures (m. 301-16) are transformed mostly in their sonority, 
m. 424-27 identical tom. 301-4 except for their fortissimo indication, 
m. 428-33 unchanged from the corresponding m. 305-10 except for doubling 
of the downbeat in each measure, additional accents, and a ritard in 
m. 431. All of these changes induce the ultimate climax of the Impromptus, 
a statement of the entire thematic bass, fortississirro, in the bare octaves 
of treble and bass: 
Example 62. Op. 5/12, m. 429-48 
As in "Un poco Adagio," the second half of the bass theme is repeated, but 
its repetition is harmonized now, as in the "Romanza," m. 25-9. Truncated 
portions of the original "Un poco Adagio" and "Romanza" are thereby juxta-
1. Cf. Nelson/VARIATION, p. 93: "The plan of closing [a variation set] 
with a fugue, seen first in Bach's Passacaglia and Fugue in C minor, reap-
pears in the nineteenth century with Beethoven's Fifteen Variations with 
Fugue, Op. 35," as well as other variations by Schumann, Brahms, and Reger. 
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posed in m. 434-54, as the vertical combination of the two themes in the 
"Romanza" is also recalled: 
Example 63. Op. 5/12, m. 446-A461 
Such a structural and psychological compression of the opening material is 
a wonderful and original stroke of inspiration, as is the extension and 
fragmentation of the concluding phrase of the "Romanza" (above), with its 
augmentation of the ubiquitous falling fifth motive in the bass and gradual 
dissipation of the final sonority, an unresolved seventh chord. The last 
melodic fragment heard in the treble significantly delineates that equivo-
cation of descending fifth and ascending fourth so central to the Impromp-
tus. Such an ending in evaporating chords, not unique to this composition, 
1 is a device of which Schumann was particularly fond in his early works. 
In its fanciful ending, probably more psychologically than architecturally 
motivated, the Impromptus has much in cormnon with the cryptic world of 
"papillons": it highlights the relationship of the visual and the aural in 
a curious "looking-glass" world where the music "runs out of sight as it 
runs out of sound, finally reducing to the vanishing point. . . "
2 
1. Chissell/SCHUMANN, p. 11, notes that the "dying away" effect produced 
by releasing notes one by one appears as an exercise in the preface to Schu-
mann's Caprices, Op. 3, as well as in the more notorious examples, Opera 1, 
2, and 5. 
2. Sams /TONAL ANALOGUE, p . 39 3. 
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Here, then, is a work rich in fantasy, an eclectic work revealing 
the young composer exposed to manifold influences. Yet it is also a work 
which reflects a controlled and objective working out of ideas. The com-
poser seems, at all times, to maintain an overview of his ideas and mate-
rials in a conscious effort to develop and unify them as fully as possible 
in the context of his uniquely personal musical expression. 
Schumann's Impromptus has been variously criticized since Fink's 
early, caustic review (seep. 55). Dahms has praised Schumann's avoidance 
of vapid bravura practices ( still in evidence in the earlier "Abegg" Var-
iations, Op. 1), his continual striving for expression of the theme, mere 
technique yielding to poetic considerations. The discreet proportions of 
1 the ornamentation are also lauded by Dahms. Among more recent criticisms 
Puchelt comments: "Neither the [thematic] bass nor melody have enough ten-
sion (Spannkraft) to unify the piece totally. One must, however, surely 
wonder at the boldness with which Schumann takes up the structural princi-
ple of Beethoven's Op. 35 and Variations in C minor and works them out with 
2 a completely new presentation of sound and rhythm." 
Much has been insinuated and little clarified regarding the alleged 
influence of Beethoven's "Eroica" Variations, Op. 35, on Schumann's com-
positional output in general and the Impromptus in particular. 3 Schumann 
himself remarked the influence of the "Funeral March" from Beethoven's 
1. Dahms/SCHUMANN, p. 265. 
2. Puchelt/SCHUMANN, p. 683. 
3, Hohenemser/SCHUMANN, p. 310, cites Spitta's Ein Lebensbild Robert Schu-
manns. Dadelson/SCHUMANN, p. 54, even perceives a parallel between the 
finale of Beethoven's "Eroica" Symphony (as well as Mozart's "Jupiter") and 
that of Schumann's Piano Quintet, Op. 44. 
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third symphony on his own Etude, Op. 10/4, 1 elsewhere citing the "Eroica" 
Symphony as one of his earliest artistic impressions (Eindrucke). 2 Un-
like the Fantasy in C major, Op. 17, with its programmatic allusions to 
Beethoven's An die Ferne Geliebte, 3 or other (conscious or subconscious) 
4 Beethoven quotations throughout Schumann's oeuvre, the Impromptus adopts 
a structuring principle, rather than thematic material, from Beethoven's 
"Eroica" Variations. There can be little doubt that the presentation of 
the bass theme in this composition provided a model for that in the Im-
promptus: 
Example 64. Beethoven, Op. 35, m. 1-8 5 
The most identifiable common feature of Schumann's Op. 5 and Beethoven's 
Op. 35 is their separate presentation of the bass and subsequent combina-
tion of bass and treble themes. Unlike that in the Impromptus, the treble 
theme of the "Eroica" Variations seems to evolve out of the figuration of 
bass and treble parts in "A Due," "A Tre," and "A Quattro," prior to its 
subsequent full statement. Thus, while, in the Impromptus, two initially 
,, 
1. From Schumann's own review of his Six Etudes de Concert, Op. 10, in 
Wolff/ON MUSIC, p. 257. 
2. From Schumann's Altesten musikalischen Erinnerungen in Boetticher/ 
SCHUMANN, p. 233. 
3. See especially Rosen/CLASSICAL STYLE, p. 451-2. 
4. Cf. Solomon/SOLO PIANO, p. 52. 
5. Beethoven/VARIATIONS-m, p. 11. 
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disparate themes are introduced and gradually integrated as the variations 
unfold, in the "Introduzione" of the "Eroica" Variations the treble theme 
actually arises out of the bass. The intimate relationship of the two 
themes is thereby dramatized at the outset. 
Beethoven's Op. 35 also differs from the Impromptus in presenting its 
thematic bass almost immediately as an independent treble voice (e.g., in 
"A Quattro"); only in the finale is the thematic bass of the Impromptus 
stated in entirety in the treble, its opening gesture, the falling fifth, 
only gradually and subtly permeating the treble of the latter variations. 
More significantly, Beethoven's composition seems to rely for its variety 
and contrast on a wide range of figurations, contrapuntal devices, and 
cadenzas. While its counterpoint is more prevalent and sophisticated than 
that in the Impromptus (e.g., the canon in the seventh variation), the har-
mony and phrase structure of the theme are subject to few modifications. 
In this regard the "Eroica" Variations is a more decorative, essentially 
1 more conservative work than Schumann's Impromptus. 
Although Schumann's fugal finale may have been inspired by that in 
the "Eroica" Variations, it is almost as likely that his preoccupation with 
Bach, even with such a composition as Bach's Passacaglia and Fugue in C 
minor, may have induced him to apply his early fugal sketches for the Sym-
2 phony in G minor to the finale of the Impromptus. Hohenemser goes so far 
1. Korte/SCHUMANN, p. 44, regards as the essential difference between the 
two compositions that in Beethoven's Op. 35 the combination of treble and 
bass motives plays a more purely architectural role than in Schumann's Op. 5, 
where this process is a "Spielerei," with special significance in the con-
text of these character variations. 
2. Cf. Rehberg/SCHUMANN, p. 423. 
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as to insist that the entire "fugue" of Op. 5 springs from Bach, even 
suggesting that the Goldberg Variations, newly published at the beginning 
of the nineteenth century, should not be ruled out as an influence on the 
1 Impromptus. This seems fairly improbable, as no reference to this work 
appears in Schumann's diaries during the period in question, which diaries 
contain, however, numerous references to the "Eroica" Symphony and various 
late period Beethoven sonatas. 2 
The overall structural success of Schumann's Impromptus can best be 
understood and evaluated by comparing it with its second, revised version, 
published in 1850. The next chapter will undertake such a comparison. 
1. Hohenemser/SCHUMANN, p. 310. 
2. E.g., his reference to the "Hammerklavier" Sonata, Op. 106, dated 
May 22, 1832, just one week before his composition of the bass motto of 
Op. 5, in Schumann/TAGEBUCHER I, p. 394. See also his entry of May 27, 
1832: "Beethoven! ein Fuhrer zum Ziel bist du nicht, du bist es nur selbst!" 
loc. cit., p. 398. Dadelson/SCHUMANN, p. 50, also disagrees with Hohen--
emser, asserting that neither the formal plan and thematic scheme, nor the 
sort of counterpoint in the finale of Op. 5 show the direct influence of 
Bach; only in the Gigue of Schumann's Op. 32 is Bach's model unmistakable. 
CHAPTER IV 
THE REVISIONS IN THE SECOND VERSION OF THE IMPROMPTUS 
AND THEIR SIGNIFICANCE IN THE COMPOSITION AS A WHOLE 
When the second version of Schumann's Impromptus was first published 
by Hofmeister in 1850 it was without any indication that this edition was 
considerably revised over the original version of 1833. Only later, in 
the edition appearing in 1863, did Hofmeister include a preface briefly 
enumerating some of Schumann's alterations in the second revised version 
( see Chapter 1, p. 5): while the first version had included the "Romanza" 
and its introduction as one of twelve numbers, the second contained only 
ten numbers; the theme and its introduction were not included in the num-
bering. More notably, the second version had also omitted Op. 5/11 and 
replaced Op. 5A/4 with another variation. The supplement to this same 
Hofmeister edition contained the original "Romanza" and Impromptus 4, 5, 
7, 8, and 11 of the first version as those pieces either omitted or most 
altered in the second version. Hofmeister's preface maintained that, with 
the notable exception of the finale, in its concluding measures, the re-
maining Impromptus contained but insignificant alterations. 1 
Very few sources have dealt in depth with these revisions, either 
enumerating them in detail or examining their broader implications for the 
composition. Dale describes the revisions in general terms but offers no 
1. Stichvorlage of this preface is at West Berlin, Staatsbibliothek, 
Preussischer Kulturbesitz, Mus. ms. 20430. It is translated in Pauer/ 




while Boetticher's cursory appraisal of the 
revisions is unsubstantiated by musical evidence. 2 Various critics con-
sider the second version a significant improvement over the first, often 
(and superficially) citing the simplified orthography of the second ver-
• ·~ f • ft h' 3 sion as eviuence o superior era smans ip. Others, however, deplore 
the deleterious effect of the revisions on the spirit of the first ver-
sion.
4 
A critical assessment of these changes depends upon an inquiry 
into all modifications within the larger context of the composition. The 
following chapter will undertake such an investigation. 
Let us first consider the opening material of the Impromptus which, 
in the first version, is headed "Romanza" and included as one of twelve 
pieces. In the second version the tempo indication "Un poco Adagio" and 
designation "Romanza" have been replaced with "Ziemlich langsam" and 
"Thema," respectively: 
Example lA. Op. 5/1, m. 1-10 Example lB. Op. 5B, m. 1-10 
The indication "Thema" emphasizes the thematic function, rather than 
1. Dale/SCHUMANN, p. 22. 
2. Boetticher/SCHUMANN, p. 589. 
3. Cf. Chissell/SCHUMANN, p. 18, 
SCHUMANN, p. 69. 
4. E. p;. , Korte/SCHUMANN, p. 44. 
"gemildert." Rehberg/SCHUMANN, p. 
unsympathetic to the changes. 
Dahms/SCHUMANN, p. 66, and Gertler/ 
Korte considers the later version to be 
424 and Wasielewski/LIFE, p. 78 are also 
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rhapsodic aspect of the opening material, while also corresponding more 
accurately to the title Impromptus uber ein Thema von Clara Wieck. 1 The 
exclusion of the "theme" from the numbering of the subsequent pieces further 
emphasizes the distinction between "theme," as such, and "variations." 
These details of nomenclature are significant, evidence of Schumann's 
attempt to mitigate that duality of variation and character piece in the 
Impromptus which had aroused critical disapproval.
2 
They are also proof of 
his endeavor to redefine the work within a more conventional framework of 
theme and variations. The translation of tempo and expressive indications 
from the Italian in the first version into the German in the second again 
indicates an attempt at greater specificity and clarity, although a metro-
nome indication would better have served this end (no metronome markings 
appear in either version of the Impromptus; they are also absent in Clara's 
Instructive Edition). 
A most significant change in the "Romanza" of the first version occurs 
in m. 19-20 of the corresponding "Thema" (see Examples 2A and Bon the next 
page): the treble note G, reserved for the penultimate measure in the "Ro-
manza," is stated almost immediately in the "Thema." This alteration rep-
resents a return to the melodic structure of Clara Wieck's Romanza (see 
Chapter 2, p. 13) and Schumann's own sketch fragment of 1830 (see Chapter 2, 
p. 15). In m. 20, rather than adding an inner voice to the treble as in the 
"Romanza," the treble of the "Thema" is modified as in Example 2B: 
1. The title of the first (Schneeberg) edition, Impromtus sur une Romance 
de Clara Wieck does, however, correspond to the designation "Romanza" in the 
first version. See Chapter 1, p. 10. 
2. Particularly Fink's review of Sept. 11, 1833, in AMZ. 
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Example 2A. Op. 5/1, m. 17-24 
Example 2B. Op. 5B, m. 17-24 
This change is significant in several regards. First, the continuity of 
the first several measures with subsequent material, achieved in the "Ro-
manza" by common tones (E in the tenor and Gin the treble on the second 
beat of m. 20) and chromatic passing tones (the eighth notes Din the alto 
and Bb in the bass in m. 20) is disrupted in the '·'Thema." This continuity 
is further challenged by the finality of the tonic cadence in the second 
version, m. 20, with the root C occurring in the treble, a finality notwith-
standing the absence of the fifth and the curiously bare and wide spacing 
of the harmony. 
One must then ask why Schumann preferred this more segmented effect 
of individual four-measure, rather than eight-measure units, why he aban-
doned the more cumulative melodic climax of the "Romanza" (m. 31). A clue 
is perhaps provided by the resulting effect itself: the "Thema" becomes less 
a continuous piece than a conspicuous statement and restatement of harmonic 
and motivic materials. Its apparent purpose is to present the same material 
in different portions of both halves. While, in the "Romanza," m. 31-2 are 
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an evident variant of m. 19-20, the corresponding sections are more nearly 
identical in the "Thema": 
Example 3A. Op. 5/1, m. 29-32 Example 3B. Op. 5B, m. 29-32 
efl; ]01rl :1
~~- ~ 
Similarly, the spacing of the treble on the first beat of m. 29 in the 
"Thema" corresponds to that in m. 17, so that the al to motive E-D-F-E of 
m. 17-20 is maintained. In the "Romanza" a variant of this motive, C-D-F-E, 
1 occurs as a result of the altered spacing of chords in m. 29-30. 
Let us return to the more puzzling issue of the modified treble mate-
rial in Example 2B, m. 19-20. Schumann may have wished to highlight this 
particular cadential material in the theme, since it recurs, in whole or in 
part, with such frequency throughout the Impromptus (e.g., Op. 5B/2, m. 79-80; 
the motive G-c#-D is especially distinct in Op. 5B/7). He may also have 
wished to mitigate the rather startling effect of successive lower neighbor 
tones in Op. 5/1, m. 31-2, reserving it until later in the Impromptus (e.g., 
in the bass of Op. 5B/5). As a more intriguing speculation, Schumann may 
have intended a more direct reference to the theme of Clara Wieck's Romance 
Vari/ (see Chapter 2, p. 13) or even a veiled reference to her second varia-
tion "Brillante" ( see Chapter 2, p. 49). 
1. Cf. Schumann's warning to von Fricken against themes which, because of 
their complexity, are already too variation-like, in Schumann/EARLY LETTERS, 
p. 238. 
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This modification of nonharmonic tones in the theme will be seen to 
possess implications for the entire composition. In the preceding chapter 
the particular significance of consecutive unaccented and accented lower 
neighbor tones, arising from the "Romanza" (Example 2A), was traced through-
out the first version of the Impromptus. The lower neighbor and accented 
passing tone substituted in the second version (Example 2B) will be exam-
ined from the same standpoint. Various changes in the second version will 
be analyzed as they relate to this alteration of the theme. 
Other less important changes in the theme include the removal of the 
indication "La 2da vol ta pp" at m. 9 of "Un poco Adagio," the dynamic con-
trast of which again contributed to the inner diversity of the theme of the 
first version. The removal of the accent in the bass of the "Romanza" at 
m. 22, which provided a link with that of the introduction, was possibly 
dictated by its technical unfeasibility, but may also be due to an engraving 
omission. 
The first variation (Op. 5/2) has not been drastically revised, but 
several of its most interesting features are deleted in the second version. 
The accents over the tied first beats in the first version exemplify a pure-
ly visual notation for which Schumann is especially notorious, particularly 
in his early piano works. Impossible of execution, these were employed as 
a means of psychological "dissonance," intended to enhance the delayed (and 
syncopated) resolution of dissonance in the treble (see Chapter 3, p. 60-1). 
The accents have been removed in Op. 5B/l. 
The indication "poco a poco perdendosi," in conjunction with acres-
cendo in the bass at m. 42-3, is also removed, probably an effect which, in 
practice, fell short of expectation. The gesture is indeed awkward, given 
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only sparse chords to execute a prolonged and continuous decrescendo ( from 
a piano dynamic level) in the treble, while also maintaining (or increasing) 
the volume of octaves in the bass. The notion of a gradual ascendence of the 
falling fifth idea in the bass over its syncopated adversary in the treble 
must, however, have delighted Schumann. It is an effect of considerable 
charm, well worth the difficulty of execution. Noteworthy also is that, in 
keeping with the more "matter-of-fact" ending of the second version, Schu-
mann sustains the whole chord in the final measure, rather than just the Ab, 
allowing the uninterrupted resolution of all its parts. The most notable 
structural revision of this variation is the indicated repetition of its 
second part, so that the second version corresponds to the repetition scheme 
of the theme. 1 
The indication "Lebhafter" in Op. 5B/2 replaces the "Espressivo" of 
the corresponding second variation in the first version. While "Espressivo" 
implies a particular lyrical and intimate character, the term "Lebhafter," 
or "livelier," less an expressive than a tempo direction, emphasizes the 
pace of Op. 5B/2 relative to preceding and subsequent material. In the 
first version of the Impromptus only the first, third, seventh, ninth, elev-
enth, and twelfth have tempo or expressive indications; the second version 
assigns a tempo to nearly every variation. These tempi often denote either 
an increasing momentum from one variation to the next or a return to the 
original tempo. Indeed, the tempi of the second version clearly indicate a 
concern for tempo relationship as an instrument of overall organization. 
1. The use of additional repeat marks in the second version of the Impromp-
tus as a means of more consistent organization is noted in Brown/AESTHETICS, 
p. 155, 
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They may be seen to divide the Impromptus into three large sections: the 
theme and first variation, followed by the second and third variations, 
somewhat faster, constitute a first group; the tempo of the fourth varia-
tion, identical to that of the theme, is followed by successively quicker 
tempi in the next two variations, Op. 5B/4, 5, and 6 hence a second group; 
Op. 5B/7 again returns to the tempo of the theme, constituting, with the 
faster Op. 5B/8, 9 (for which no indication is given), and 10, a third and 
most extensive group. In the first version of the Impromptus such a group-
ing is already implied by the actual content of each variation, without 
benefit of nlll!lerous or explicit tempo directions, the last two Impromptus, 
however, comprising a fourth and most brilliant group. (It is conceivable, 
though unlikely, that the initial tempo, "Un poco Adagio," should apply to 
the first six Impromptus of the first version.) Schumann's use of tempo in 
the second version, then, seems indicative of an intention to clearly define 
the proportions and divisions of the whole, rather than a desire to unleash 
the creative imagination of the performer, allowing him to shape the charac-
ter of each individual Impromptu. 
The most significant alteration apparent in Op. 5B/2 is the relegation 
of the formerly independent alto voice (in the first version) to the status 
of a mere accompanimental figure. 1 
Example 4A. Op. 5/3, m. 49-53 
I ._ -~ 
1. Dale/SCHUMANN, p. 22, claims, conversely, that the left hand is changed 
only in notation, not in substance. 
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Example 4B. Op. 5B/2, m. 49-53 
The not insignificant material E-F-D-E which emerges from this alto part 
in the first version (m. 69-72 and 77-80) is sacrificed as a result of 
this alteration, the relatively trivial, lilting tenor projected. The 
important lower auxiliary D#-E (m. 68 and 76) does, however, retain its 
prominence in the second version. As a further result, the texture of 
the variation is simplified, better accommodating the additional super-
imposed voice, as shown below: 
Example 5A. Op. 5/3, m. 76-80 
Example 5B. Op. 5B/2, m. 75-80 
Another noteworthy alteration occurs in the final two measures where, 
in the second version, Schumann has replaced the dissonant treble Ab of 
the first version with G (see Examples 5A and B above). As a result, the 
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conclusion of Clara's Romanza melody now corresponds with and reaffirms 
that in the "Thema," but that quality of unresolved dissonance which, in 
the first version, served to bind this with the ensuing variation is also, 
unfortunately, forfeited. 
Among lesser modifications of Op. 5/3 are the removal of the indica-
1 tion marcato forte from the bass at m. 49. The sforzandos in the treble 
at m. 57 and 58 and the forte and subsequent piano in m. 73 are also elim-
inated. These deletions all point to a modified conception of the varia-
tion as more flowing and possibly faster, with less emphasis on individual 
voices than on a homogeneous texture. The more complex texture of the first 
version conceivably necessitated the emphasis of certain parts which, in 
the revised version, Schumann wished to avoid. The abrupt forte at m. 73 
in the first version is a frankly awkward and redundant gesture. 
The alterations in the phrasing of the treble in the final five meas-
ures of the variation emphasize the opening of Clara's melody by separating 
it from its anacrusis in the first version and dividing the four-measure 
phrase into two parts (compare Examples 5A and B). Like the omission of 
the dissonant Ab, this modified phrasing indicates an attempt to reaffirm, 
rather than depart from the theme. 
It remains to examine the slurs in the tenor of this Impromptu, whose 
incidence is as inconsistent in the second version as it is ambiguous in 
1. The Schneeberg edition of the Impromptus (see Appendix B) indicates 
that Schumann originally intended piano in the treble against marcato forte 
in the bass. The omission of the piano in the GA of the first version sug-
gests, rather than an engraving error, that Schumann wished to minimize the 
dynamic contrast between the outer parts even before he revised Op. 5. The 
modification in the dynamics of the second version supports this theory. 
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the first (where slurs are indicated only in m. 49-52 and 60). For example, 
the passing tone Bb in m. 52 of the second version has been included in the 
slur, while it is separate from the slur in the same measure of the first 
version (see Examples 4A and B). While the first version maintains this 
arrangement at m. 60, the slur is omitted altogether, for no apparent rea-
son, in the second. Such inconsistencies may be the result of engraving 
errors. 
One of the most interesting issues in a comparison of the two versions 
of the Impromptus is the substitution of an altogether new variation for the 
original Op. 5A/4. While the density of that variation has been variously 
criticized (see Chapter 3, p. 65), 1 it alone cannot account for the deletion 
of such an interesting and imaginative piece. The departure of Op. 5A/4 from 
the harmonic foundation of the theme may have been too radical or occurred 
too early in the course of the work to suit Schumann, whose new intention 
to strengthen the variation aspect and undermine the more rhapsodic "impromp-
tu" elements has already been observed. In this regard, the substitution of 
the new variation would seem paradoxical, for it, at first glance, seems more 
radical and less related to the theme than Op. 5A/4 which, at least in its 
opening measures, acknowledges both components of the theme. The "Romanza" 
melody indeed acts as the departure for Op. 5A/4 (see Examples 6A and Bon 
the following page). 
1. To this criticism must be added Gertler/SCHUMANN, p. 69, pronouncing it 
bombastic, and Boetticher/SCHUMANN, p. 589, citing "metric experimentation" 
as its significant feature. 
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Example 6A. Op. 5A/4, m. A81-4 
Example 6B. Op. 5B/3, m. B81-4 
On closer examination, however, the new variation which, in contrast, does 
not literally state either theme, proves scrupulous in its adherence to the 
harmonic underpinnings and phrase structure of the theme. In retrospect, 
it is far more conventional than the first version, whose sundry departures 
from and rhythmic distortions of the thematic harmony (see Chapter 3, p. 68) 
may have seemed premature to Schumann in the context of the composition as 
a whole, necessitating the substitution of a more conservative variation. 
The "conservatism" of the second version relative to Op. 5A/4 is ap-
parent on several levels. In most striking contrast are its more consistent 
four-part texture and more restricted tessitura. Unlike the first version, 
with its varied repetition in the second half, contributing to a quality of 
"free fantasy," both halves of the second version are literally repeated. 
Its indication "Sehr pracis." additionally emphasizes the strict, as opposed 
to the rhapsodic. 
The new variation does, however, reflect the influence of the old in 
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such aspects as its uninterrupted motion in sixteenth notes, lightly 
sprinkled with fp syncopations (as contrasted with the heavily accented 
and syncopated m. A86-8 and 90-1 of Op. 5A/4). The contrary motion of 
the first part, without precedent in Op. 5B, may be borrowed from such 
passages as m. A89 of Op. 5A/4. (Schumann must have been aware of the 
broader significance of passages of contrary motion in the Impromptus, 
relating the third, fifth, and sixth variations of the second version.) 
Such areas as m. B89-91 of Op. 5B/3, strikingly like m. A85-7 of the first 
version, also betray the origins of the new variation: 
Example 7A. Op. 5A/4, m. A85-7 
Example 7B. Op. 5B/3, m. B89-91 
The soprano of Example 7B originates, no doubt, from the inner parts of 
Example 7A. The substituted variation is characterized by a greater econ-
omy of harmonic means than Op. 5A/4, its harmonies often implied rather 
than literally stated. 
Like its counterpart in the first version, Op. 5B/3 abounds in a 
variety of nonharmonic tones. The lower auxiliary is given a particular 
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emphasis by the repetition and varied orchestration of such structurally 
important motives as F#-G in m. B83-4 (Example 6B); F#-G is also signifi-
cant in its recurrence (or implication) in the following two variations. 
Prevalent in the new variation, as in the earlier, are other lower neighbor 
and chromatic passing tones. The motive G-C#-D-D#-E, directly recalling 
the "Thema," m. 19-20, occurs as successive lower neighbor and unaccented 
passing tones in m. B87 (see Example 8 below): 
Example 8. Op. 5B/3, m. B85-8 
Of particular interest in the above example is Schumann's free handling 
of the initial melodic interval G-c# in the treble, m. B87. In its next 
occurrence this tritone is expanded by a whole step to the diminished sixth 
E-G#, then again to form a diminished seventh, C-D#, The cadence in m. B88 
is especially attractive, the ascending alto notes D#-E transferred to and 
completed by the F#-G in the tenor. In its treatment of nonharmonic tones 
Op. 5B/3 differs from Op. 5A/4 in one very important regard: in the first 
version material is both accented and unaccented, while, in the second, 
the lower auxiliary and passing tone, despite their emphasis through ar-
ticulation and registration, never fall on metrically strong beats. As a 
consequence, the level of dissonance in Op. 5B/3 is considerably reduced 
over that of the first version. 
In reworking the Impromptus Schumann may have found the effusion of 
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dissonance in Op. 5A/4 premature, robbing later variations of their impact. 
The significant function of that variation, as discussed in the previous 
chapter, was to elaborate upon the accented and unaccented lower neighbor 
and chromatic passing tone, with particular emphasis on the lower neighbor. 
In its intricate chromatic intertwinings it seemed to exploit many or most 
of the chromatic possibilities of the "Romanza." Looking back on the com-
position Schumann may have regarded this variation as an obstacle to the 
otherwise gradual infusion of chromatic elements in the work as a whole 
(see Chapter 3), climaxing in the fugal portion of the finale. It remains 
to point out that the dominating motivic element of the discarded Op. 5A/4, 
the lower neighbor, is also a direct reference to the treble of the "Ro-
manza," m. 19. With the subsequent alteration of this portion of the treble 
in the "Thema" an important connection between Op. 5A/4 and the theme is 
severed, providing yet another reason to delete this variation. (It could, 
conversely, even be argued that m. 19-20 of the "Thema" were so modified in 
order to justify the removal of Op. 5A/4, although this seems only remotely 
possible.) The effect of its exclusion on the work as a whole will be dis-
cussed in the final pages of the present chapter. 
The most significant difference between the two versions of the fol-
lowing variation is the decreased prominence of the tenor and the consequent 
textural simplification of the second version. Where, in the first, the 
tenor enjoys an autonomous position, providing emphasis to the lower neigh-
bor principle, its combination with the upper parts in the second version 
results in a single homorhythmic texture which punctuates the thematic bass 
(see Examples 9A and Bon the next page). 
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Example 9A. Op. 5/5, m. 97-104 
Example 9B. Op. 5B/4, m. 97-104 
The accompanying upper parts in Example 9B are delayed in alternating meas-
ures, a rest replacing the dissonant lower neighbors in these measures. 
Given the decreased significance of the lower neighbor in the revised ver-
sion, already evident in Op. 5B/3, it is not surprising that Schumann again 
avoids its unprepared occurrence on strong beats or isolation within an 
independent voice. He opts instead to allow only the accented passing tone 
or struck suspension on strong beats of the rhythmically weaker measures 98, 
100, 102, and 104. This not only effects a more gradual increase in the 
dissonance of the preceding variation, but it also reserves the presentation 
of the lower neighbor F#-G for the first beat of the next Impromptu, while 
allowing the thematic bass of Op. 5B/4 greater exposure and emphasis. 
The new disposition of upper parts in Op. 5B/4 also effects some local 
differences of harmony between the two versions. In Example 9A, m. 98, the 
chord IV7 is implied because of the delayed resolution of the upper parts; 
in the same measure of the second version rrg results from the simultaneous 
resolution of all upper parts. Similar harmonic differences can be perceived 
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in m. 100 and 102 of the first half. Another difference occurs in m. 103 
where, in the first version, the chord C-F#-A-D results from the passing 
note A, as compared with the chord C-F#-G-D of the second version. As a 
result of these divergences the second version is, on the whole, less 
interesting harmonically than the original, its first half suffering from 
a naive, "sing-song" effect. 
Less significant alterations of the first half should also be men-
tioned. The continuous phrase of the treble at m. 101-2 has, for no ap-
parent reason, been replaced by only a slur in the treble at m. 101 of the 
second version. A tie is also included, connecting the uppermost Don the 
last eighth note of m. 102 with that in the following measure. The missing 
phrase marking in the bass at m. 100-1 of the first version, an obvious 
engraving error, has been corrected in Op. 5B/4. 
In the second half the uppermost voice assumes a new independence and 
melodic importance, exemplified by the changes in m. 107-8: 
Example lOA. Op. 5/5, m. 105-8 Example lOB. Op. 5B/4, m. 105-8 
Here again these changes produce harmonic disparities between the versions, 
but now the second version, as though to compensate for its less interesting 
first half, yields the more striking effects. Especially attractive is the 
rich harmony of m. 108, in which the altered anacrusis in the bass causes 
the formation and resolution of an implied eleventh chord. Because of the 
decreased independence of the tenor in the second version, the Ab in m. 108 
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of the first version, which leads chromatically to a restatement of the 
initial four measures, has been stricken, while the upper parts, together 
with the modified anacrusis in the bass, provide momentum to the end of 
the variation. But, in his attempt to literally restate the opening in 
the final four measures, Schumann sacrifices a particularly rich ninth 
chord in the penultimate measure: 
Example llA. Op. 5/5, m. 109-12 Example llB. Op. 5B/4, m. 109-12 
=:fr11 :F't*: 4 Sd i 
~----------" __________, 
The omission of this small detail betrays the same underlying tendency to 
disallow or minimize elements of "variation within variation" already re-
marked in previous variations of the second version. Another less signifi-
cant change in the latter half of this Impromptu is the fragmenting of the 
four-measure phrase in the bass, m. 105-8 of Op. 5/5, into two units, pos-
sibly an engraving error. 
In the second version of the next variation (Op. 5B/5) the most im-
mediate modifications over the corresponding Op. 5/6 are its altered meter, 
6/8 rather than 12/16, and rebarring, with two measures in the revised 
version corresponding to each one of the first. In this way the orthography 
is considerably simplified (see Examples 12A and Bon the following page): 
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Example 12A. Op. 5/6, m. 113-4 
Example 12B. Op. 5B/5, m. 113- 4 
The major improvement of the second version, however, is its combination 
of altered meter with the tempo indication "Lebhaft," which together clarify 
the tempo relationship of this to the preceding variation, an ambiguous 
relationship in the first version (see Chapter 3, p. 73). As a result of 
these alterations, two measures in 6/8 are now required to state material 
which, in the previous variation, Op. 5B/4, is presented in one measure of 
6/8; but, because of the indication "Lebhaft," the present variation cannot 
be an augmentation of that preceding. Neither is it twice as fast, however, 
as might have been implied by the barring of the first version. 1 Admitting 
the benefits of these changes in notation, it should be observed that the 
first version, because of its two rests in the uppermost part, does indicate 
a clearer differentiation than the second between the disparate treble voices. 
1. According to Abraham/THREE SCORES, p. 105, Schumann revised the notation 
of the first movement and finale of the D minor symphony such that two bars 
in the first version are turned into one in each case, the reverse of the 
revision of Op. 5/6. Tovey/ESSAYS II, p. 62, notes that this rebarring would 
cause the second version to be played too fast. 
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In its first version the next variation (Op. 5/7) had an especially 
rhapsodic character. Its formal organization, it will be recalled, im-
plied a tripartite scheme with a lyrical central portion (see Chapter 3, 
p. 79), or a rather vague composite of bipartite and tripartite organiza-
tion. Other elements contribute to its uniquely rhapsodic effect. Because 
a return to the original tempo is not indicated after the ritard in m. 139-
40 (as it is in the corresponding position in the revised version), a freer 
and probably slower tempo is implied for the portion in A major, consistent 
with its briefly lyrical bass, m. 141-2. The absence of an "a tempo" in-
dication at m. 148, the commencement of the next section, is at first puz-
zling; one would expect a return to the original tempo here. However, the 
piano dynamic indication allows the possibility that this section steals 
in at the same tempo as the preceding material, rather than bursts in at 
its initial tempo. (Schumann's disinclination to precisely and consistent-
ly indicate a return to tempo after a ritard is notorious, however.) As a 
result, the structural function of m. 137 1 and 140 1 , delineating the repeti-
tion of the second half, is obscured in the first version, a refreshing 
and subtle touch. 
The second version does much to mitigate these rhapsodic aspects. In 
its second half the central portion in A major, m. 141-8, is entirely de-
leted and replaced with a restatement of m. 129-36, which begins deliberate-
ly "Im Tempo," fortified by octaves in the bass. The second half is then 
repeated literally. Although, because of its disproportionate length, the 
second half of Op. 5B/6 remains a departure from the theme, its repetition 
reaffirms the bipartite thematic scheme, negating the formal equivocation 
of the first version. 
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Another gesture which, in the first version, contributes a special 
expressive character is the indication "poco a :poco dim. e ritard" in the 
last five measures. This effect of "fading away" of one or more parts 
occurs at regular intervals in the first version of the Impromptus (in 
the second, seventh, and twelfth) almost as a referential gesture, but, 
in the revised version is consistently discarded, as it is here, in favor 
of more resolute endings. This phenomenon will be evaluated in the next 
chapter, as it illustrates a significant change in Schumann's aesthetics. 
Another revision of this variation is unquestionably disappointing. 
In the first version the accented, open octaves in the right hand, coupled 
with full chords in the bass, have a particularly incisive effect. This, 
together with the absence of pedal indications, imparts a crisp, ringing 
sonority to the syncopations. In the revised version the texture of the 
treble has been altered so that the accentuation of the syncopated notes 
is consistently reinforced by full chords: 
Example 13A. Op. 5/7, m. 129-31 
Example 13B. Op. 5B/6, m. 129-31 
By comparison with Example 13A, the altered texture of Example 13B is 
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massive in its effect. If the indication "Mit Ped." in the second version 
specifically designates the use of pedal on every downbeat, it contributes 
additionally to the dense, ponderous Quality of Op. 5B/6. This marking is, 
however, insufficiently explicit and may also denote that some pedal (as 
opposed to none at all) should be used. The texture of Example 13B obtains 
throughout the revised variation, imparting a rather bland homogeneity 
which robs the sudden bold contrast of orchestration in m. 137 of its force-
ful spontaneity (see Examples 14A and B below): 
Example 14A. Op. 5/7, m. 136-40 
Example 14B. Op. 5B/6, m. 136-40 
To compound these problems, the texture of the bass has, inexplicably, been 
thinned in m. 139-40 (Example 14B), just where the maximum sonority is re-
Quired. Schumann should have realized the difficulty of executing acres-
cendo and ritard with decreasing sonority in the bass. 1 The textural 
1. Abraham/THREE SCORES, p. 109, notes that the fuller scoring in the 
second version of the Symphony in D minor, marked by a general increase in 
sonority, is "on almost every page more clumsy than that of the original." 
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changes in this variation, no less than its structural changes, reflect a 
concern for homogeneity, rather than diversity of the individual variation, 
a tendency to negate its autonomy within the whole. 
Other revisions include the alteration of the treble at m. 134-6 so 
that, in the second version, a descending line Eb-D-C emerges, projected 
by the syncopated chords. This replaces the octave leaps of the first ver-
sion, which delineate the rather weaker voice leading Eb-Ab-G: 
Example 15A, Op. 5/7, m. 134-6 Example 15B. Op. 5B/6, m. 134-6 
The absence of octave doubling in the treble of the second version, m. 130, 
132, and 134-6,facilitates a more forceful approach to these syncopated 
chords. Together with the above alterations, the addition of a diminuendo 
in the second version gives a particular emphasis to the ending in C major. 
The indication "Tempo des Thema's" in the revised version of the next 
variation (Op. 5B/7) denotes the beginning of a new group (seep. 125). 
Consistent with the tempo indication, the retention of the ABB repetition 
scheme of the first version implies a deliberate return to the theme, as 
does the reappearance of Clara's melody, especially after its deletion in 
the previous variation. 
The single significant modification in the revised version of this 
variation is the elimination of an independent alto voice. This voice has 
been partially, but not entirely reinstated, delayed by a sixteenth rest, 
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in the accompanying texture of the treble, a modification not unlike that 
observed in Op. 5B/4. As in that variation, the result of the alteration 
is a greater emphasis on the theme, here in the tenor, with the textural 
simplification of material secondary in importance: 
Example 16A. Op. 5/8, m. 149-52 
Example 16B. Op. 5B/7, m. 149-52 
'l'cmpo des Themas. 
The indication "legato" has been removed in Example 16B; in the absence of 
the independent alto part, to which the term probably applies in Example 16A, 
this direction becomes redundant. 
Another subtle alteration occurs in the final two measures of the vari-
ation. In the first version Schumann connects the treble figurations by 
tying the note Bas a common first and last note of each sixteenth group. 
In this way he emphasizes the reluctant resolution of B to C while toying 
with the lower neighbor relationship of A# and Bin a manner which recalls 
Op. 5A/4. As though in defiance of this reminiscence, Schumann strikes this 
gesture in the second version, concluding the variation in the same "matter-
of-fact" way in which it began ( see Examples 17A and B on the next page): 
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Example 17A. Op. 5/8, m. 163-4 Example 17B. Op. 5B/7, m. 163-4 
Of all the revisions present in the subsequent variation, Op. 5B/8, 
the most readily apparent is the repetition of its first half, again re-
flecting a trend toward a more uniform and consistent repetition scheme in 
the second version of the Impromptus. Other changes are also noteworthy. 
In m. 165 and 177 the descending bass of the first version has been altered 
so that the chromatic fragment C-B-Bb (whose resolution is delayed until 
the A of the following measure) has been changed to C-B-C. The bass thus 
reinfordes, rather than departs from the tonic and briefly alludes, whether 
by accident or design, to the thematically important lower neighbor tone: 
Example 18A. Op. 5/9, m. 165 Example 18B. Op. 5B/8, m. 165 
While, in the first version, such an allusion might have recalled the "Ro-
manza" (m. 19) and the configurations of Op. 5A/4, it is hardly significant 
in the context of the second version. Looking further, the second version 
also discards the grace notes in the bass of m. 169-70. These grace notes, 
which recall elements of the theme (see Chapter 3, p. 84), also reassert 
the lower neighbor gesture, so important as a unifying device in the first 
version. Their elimination further attests to Schumann's unawareness or 
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deliberate abandonment of this means of unification in rewriting the Im-
promptus. 
The removal of the grace notes also affects the technical execution 
of this variation. The first version shows that Schumann intended each 
pair of octaves to be played by the right hand, as the left hand would be 
occupied in playing the grace notes: 1 
Example 19A. Op. 5/9, m. 169-70 
Example 19B. Op. 5B/8, m. 169-70 
In the first example above a pronounced separation of measures 169 and 170 
is insured by the indicated execution of the grace notes and octave pairs. 
In the second version, without benefit of these grace notes or other indica-
tions, the left hand is inclined to play the downbeat of m. 170, joining it 
1. This may give additional explanation to the indication "tenuto" in the 
first measure of Op. 5/9. If Schumann intended, there as below, to connect 
the octaves, always executing them with the same hand, a more labored, less 
brilliant effect would result, comparable to that of the opening of Beetho-
ven's Sonata, Op. 111, when its initial octaves are performed by one hand. 
Such an approach would also impart a more distinct articulation to each 
half-measure unit. 
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to, rather than separating it from the bass of the preceding measure. The 
second version, then, implies less articulation of individual half-measure 
or measure units, a more continuous flow, and a probably faster tempo. 
Consistent with the indication "Mit grosser Kraft," the direction 
"Mit Ped." denotes an expanded sound level over that of the first version 
but, as in Op. 5B/6, does not specify where pedal is to be applied. Also 
imparting a more consistently forceful dynamic level in the second version 
are various modifications in accentuation and dynamics. In the first version 
the use of wedge or horizontal accents, either separately or in combination 
with sforzandos, is inconsistent and confusing. For example, Schumann ap-
pears to indicate a difference in the accentuation of m. 165-6, using only 
the wedge accent, and m. 169-70, in which the wedge is combined with the 
sforzando. In m. 171, by contrast, only sforzandos are used, in m. 173-6 
the milder horizontal accent. In practice the variety and combination of 
symbols in the first half can neither be uniformly interpreted or executed. 
As'though to clarify or simplify this profusion of articulation marks, the 
second version employs only the sforzando, except at m. 172, where yet 
stronger accents are indicated at the cadence. The placement of accents 
in the first half of the revised version differs only at m. 172, where the 
first beat is unaccented (an accent here would be redundant), special accen-
tuation given rather to the anacrustic sixteenth notes of the second beat: 
Example 20A. Op. 5/9, m. 172 Example 20B. Op. 5B/8, m. 172 
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The added reinforcement of the anacrusis in Example 20B compensates for 
the removal of the fermata which, in the first example, provides momentum 
to the cadence. Other changes in the first half include the removal of 
the sudden piano at m. 167, Schumann apparently relying on the absence of 
accents in m. 167-8, rather than a reduced dynamic level, to effect the 
less strident quality desired. He has also separated the utterances of 
the left hand with rests here, maximizing the effect of dialogue with the 
right hand. The same alteration obtains in m. 179-80. 
In the second half of the revised version the placement of accents 
has been modified. In m. 174 accents in the treble on the first and second 
eighths have been removed, while, in m. 175, that on the second eighth is 
absent. The forte indications in treble and bass at m. 176 of the first 
version, as well as an accent in the bass on the second beat, are also ab-
sent in the second version: 
Example 21A. Op. 5/9, m. 175-6 Example 21B. Op. 5B/8, m. 175-6 
The removal of these forte markings, which, in Example 21A, help to delineate 
the chromatic approach to and provide anticipation of the forceful dominant 
return in m. 177, is, I think, deleterious in its effect. The mezzo forte 
of m. 179-80 has also been removed in Example 21B, implementing an emphatic, 
rather than quiet ending of the variation. 
The revisions of the following variation are rather minor and again 
indicate a concern for, if not an achievement of greater internal consistency 
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of articulation. Accents have been introduced in the bass (m. 183-4) and 
treble (m. 184-5). Similarly, an accent has been added to the syncopated 
bass in m. 192. In an apparent engraving error the slur markings in the 
bass of m. 195, as well as in the first ending, are missing in the second 
version. This omission is curiously similar to that in the corresponding 
measures of the first edition (see Chapter 1, p. 11). 
We now arrive at the singular phenomenon of the complete omission of 
Op. 5/11 from the second version of the Impromptus. Why did Schumann not 
rewrite this variation as he did Op. 5A/4, salvaging certain elements of 
that discarded variation in the second version? Critics of the revision 
generally agree that Op. 5/11 was abandoned because it ventured too far 
from the confines of the theme. 1 Gertler adds to this the more astute ob-
servation that this variation was excluded because too self contained, too 
2 
complete within itself to fit into its context as a variation among many. 
This autonomy is amply demonstrated by the distinct structure and unique 
repetition scheme of the "variation," as well as its singular key situation 
• (see Chapter 3, p. 95-6). In another sense, Op. 5/11 seems to serve more 
in the capacity of finale than variation: with its emphasis on the down-
ward resolution of dissonance it all but overrides the ubiquitous lower 
neighbor of preceding variations. In revising the composition Schumann may 
have wished to postpone such an effect of resolution for the actual finale. 
Perhaps he found that Op. 5/11 interrupted the momentum toward the finale, 
undermined that particular tension achieved by the gradual increase of 
1. E.g., Chissell/SCHUMANN, p. 18. 
2. Gertler/SCHUMANN, p. 117, note 409. 
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dissonance throughout the Impromptus. Possibly, Schumann did not even 
intend such a dialectic of upward and downward-resolving dissonance as this 
variation would seem to impose upon the composition as a whole. The omis-
sion of Op. 5/11 would then be consistent with the de-emphasis of the lower 
neighbor tone in the second version, noted especially in the third and 
fourth variations. Speculations of this sort are always fraught with the 
risk of presumption, of assigning intentions to the composer which he may 
not have harbored. Bearing in mind this ever present danger, the effect 
of the exclusion of Op. 5/11 on the overall form and substance of the com-
position will be evaluated in the final pages of the present chapter. 
The most noteworthy and dramatic of many revisions in the finale is, 
of course, that of its concluding measures. The ending of the finale in 
the first version, with the gradual domination of the bass theme over Clara's 
melody, fragmented and dissipating above, has been discarded in Op. 5B/10, 
sacrificing its extraordinary effect: 
Example 22A. Op. 5/12, m. 449-A461 
Example 22B. Op. 5B/10, m. 450-B46 3 
.,.--;;;;--
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The obvious precedent for the ending of the first version (Example 22A 
above) is the conclusion of Op. 5/2, where the diminishing material in 
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the treble casts the bass theme into sharp relief. That effect was, how-
ever, discarded as impracticable and, perhaps with it, the motivation for 
1 its recurrence in the last Impromptu. other changes in the variations 
reveal the same propensity to replace innuendo with more decisive, less 
equivocal gestures: the elimination of subliminal and sometimes fleeting 
inner voices; the more emphatic endings of Op. 5B/6 and 8. In the closing 
measures of the finale in its first version the five-measure conclusion of 
Clara's melody is a silent one. We are asked to "fill in" the silences 
with our imagination, just as in the Humoreske, Op. 20, "Hastig," we are 
asked to "read between the lines": 
Example 23. Op. 20, "Hastig," m. 1-6 2 
!Ias!ig. J. m. 
,In the revised version Schumann no longer appears to trust our imagination. 
Here he uses the final measures (to which an extra one is added) to elab-
orate sequentially on the lower neighbor and accented passing tones of the 
1. Cf. Schumann's letter to Meinardus of Dec., 1853, in Wolff/ON MUSIC, 
p. 80: "Toward the close of a composition, when primary ideas should, as it 
were, recede, the composer ought to avoid overloading the hearer's attention 
with new feelings or impressions. Such endings are sometimes called origi-
nal, but nothing is easier than to write an original close ... " 
2. Schumann/WERKE-m, ser. 7, vol. 4, p. 8. 
"Thema," m. 31-2, reaffirming the tonic in the final two measures. The 
downward-resolving appoggiatura in which the sequence terminates is pre-
sumably heard as a final resolution of the restless lower neighbor tones, 
not only of the "Thema," but of all the intervening variations. Whether 
or not it succeeds in this function will be considered shortly. 
In her account of structural revisions in Schumann's string quartets, 
Op. 41, Correll-Roesner notes that most revisions occur in transitional 
passages. Schumann tends, she observes, to reduce the lengths of phrases 
in such passages, with many more deletions than additions to the final ver-
sion. 1 Such reductions in the lengths of transitional material sometimes 
result in an alteration of the structural balance, a tightening of the form, 
but may also cause "abrupt tonal changes. "
2 
Just such an alteration occurs 
in the second version of the finale, where m. 359-60 of the first version 
have been removed. These measures served to complete the eight-measure 
phrase beginning at m. 353 and to prepare the return of the "fugue" subject 
in the dominant : 
Example 24A. Op. 5/12, m. 356-61 
Schumann has replaced the above measures with the more condensed version 
reproduced on the following page. 
1. Correll-Roesner/REVISIONS, p. 93, 
2. loc. cit. 
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Example 24B. Op. 5B/10, m. 356-61 
Despite the more initially startling effect of the A~ in Example 24B, out-
lining a diminished chord in m. 357-8, and the abrupt emergence of the dom-
inant without preparation by half step in its own register (m. 361), the 
harmonic direction of the revised version is more immediately apparent than 
that of Example 24A. In that example the function of m. 357-8, an arpeg-
giated German sixth chord, is obscure until revealed in the subsequent pro-
gression to the French sixth (m. 359) and dominant of the dominant (m. 360). 
Harmonic clarification and simplification was probably a factor in the re-
vision of this passage, but one must also consider the special prominence 
of the upward leading tone F#, sharply projected by accents in m. 359-60, 
and its resolution to Gin m. 361 of the first version. Could the removal 
of these measures in any way, conscious or unconscious, again relate to 
the de-emphasis of other upward-resolving nonharmonic tones throughout the 
Impromptus? Or can this alteration be more simply attributed to a desire 
for greater compactness, a more immediate arrival of the dominant, and a 
therefore greater emphasis upon the return of the "fugue" subject? 
Let us, for the moment, turn away from such speculations and consider 
other modifications of the finale. For those interested, the numerous les-
ser modifications of its first section have been accounted below. 
Where, in the first section, the first version indicates a sudden piano at 
the cadences of m. 292 and 300, forte is maintained through the cadences in 
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the second version. Schumann may have found the subito piano a mannerism 
which undermined the direction of the phrase, as would also seem the case 
in Op. 5B/8, m. 167. Other minor changes here include the repositioning 
of the pedal release in m. 286 (probably to correct an engraving error in 
the first version), deletion of the lower staccatos in the treble (m. 287-8) 
as superfluous, and the inclusion of slurs in m. 289-90, where they are 
missing in the first version. The "ritard" at m. 296 and "a tempo" at 
m. 297 have been removed in the second version, presumably, again, as they 
undermine the momentum of the phrase. To increase momentum toward the ca-
dence Schumann has introduced a crescendo at m. 298, replacing the succes-
sive forte and fortissimo of the first version. To compensate for the ef-
fect of the deleted "ritard" and "a tempo" a crescendo is introduced in the 
bass of m. 297, counteracting a decrescendo in the treble. The missing 
staccatos in the bass at m. 298 have also been provided in the second ver-
sion. 
The most notable modification of the next sixteen measures is the replace-
ment of the punctuating motto theme of the bass in the first version, 
m. 305-8, with a tonic pedal in octaves, as well as the octave doubling of 
the tonic pedal point in m. 308-10. The mezzo forte at m. 305 has been 
removed, and the section (rather mysteriously, as a crescendo appears in 
m. 307) begins and ends fortissimo. 
How unfortunate that Schumann has removed the indication pianissimo 
"quasi satira" with which the fugal section begins in the first version! 
The direction imparts such an artful m~lange of delicacy and grotesqueness. 
Schumann, although once a player of charades, evidently now wished to mit-
igate the bizarre quality of the countersubject. Its pianissimo marking 
has been changed to piano. More importantly, the three-voice texture at 
m. 321-4 of the first version has been altered in the second, the indepen-
dent, syncopated middle voice now reduced to brief points of light (see 
Examples 25A and B below and on the following page): 
Example 25A. Op. 5/12, m. 317-24 
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Example 25B. Op. 5B/10, m. 317-24 
In the first version this alto voice supplies dissonance in a manner sim-
ilar to that of the treble in Op. 5/2. Here, as there, the bass actually 
introduces the dissonance, which is resolved belatedly and as a syncopa-
tion to the next downbeat (see Chapter 3, p. 60-1). This highly effective 
gesture, recalling a procedure of an earlier variation, is lost in the 
second version. Schumann must have found its qualities of tension and 
discord premature within the larger context (not to mention the difficulty 
of its execution). To serve the removal of this voice, the countersubject 
has been altered at m. 319-20, now leading directly to the bass statement 
of the "fugue" subject; the countersubject in the bass, m. 327-8, is simi-
larly modified. Also compensating the attrition of this inner voice, the 
treble countersubject in m. 323-4 has been altered (see Example 25B above). 
While the performance of this passage is facilitated by Schumann's several 
revisions, it now sounds rather glib and "matter-of-fact.n 
As the "fugue" continues, changes are relatively few and slight. Some, 
but not all, are evident and, on the whole, successful attempts to clarify 
the texture. Others can be explained neither as corrections of errors in 
the first version or as deliberate attempts at simplification or greater 
consistency. These changes are enumerated below. 
The omission of staccatos on the first beats of m. 333 and 334 in the second 
version is probably due to an engraving error·. At m. 341 the sforzando in 
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the tenor of the first version has been removed, Schumann probably realizing 
that the subject could not be projected within such a thick texture. In 
m. 346 the E of the bass in the first version has been changed to Eb in the 
second, while the sforzando of m. 351 is absent in the second version, per-
haps an engraving error. 
Measures 370-3 of the second version contain numerous small modifications 
over the corresponding portion of the first version: 
Example 26A. Op. 5/12, m. 370-3 Example 26B. Op. 5B/10, m. 370-3 
The treble Ab, tied from the last eighth note of m. 370 in Example 26A, has 
been removed in Example 26B, probably because the syncopation in the first 
version sounds as a hidden octave, rather than a fresh sonority. The sub-
sequent sforzando in m. 371, as in m. 341, has been deleted. In the same 
measure the note Dis tied from first to second beats in the alto, while the 
soprano Dis tied into the following measure. The tie of Eb in the alto, 
m. 372-3, has been removed in the second version. Replacing the tied Eb on 
the first beat of m. 373 is an alto C, while the tenor is simplified to 
Ab-G. These changes in m. 373, which facilitate the inclusion of E~ in the 
alto of the second version, also rob it of the striking abrasive sonorities 
of the first version. 
The modifications continue. In m. 374 of the second version staccatos in 
the tenor are absent, while, in m. 376, a slur in the alto is missing, prob-
ably an engraving error. In deliberate acts of clarification, the tie of 
Ab in the tenor of m. 377 in the first version has been removed in the cor-
responding measure of the second, and the bass has been simplified at m. 384: 
Example 27A. Op. 5/12, m. 384-90 
f!EJ~ r-r". 
I 
Example 27B, Op. 5B/10, m. 384-8 
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The phrasing of the above measures has been altered such that, in the 
second version, the first beats of m. 386 and 388 are included in the 
phrase, as in m. 390 of the first version. A slur, missing in the first 
version, has been placed in the treble of the second at m. 386. Looking 
onwards, staccatos inexplicably appear in the treble of the second version 
at m. 399, replacing the fingerings of the first version, while, in m. 401, 
a sforzando over the tenor note G replaces the sempre forte of Op. 5/12. 
The restatement of the opening section, m. 408-43, has only slight 
modifications in Op. 5B/10, which are cited below. 
As initially, the successive "ritard" and "a tempo" at m. 419 and 420 are 
removed. The second version now omits the effect of crescendo in the bass 
against decrescendo in the treble, heard earlier in m. 297. Absent also 
is its earlier crescendo (m. 298) leading to the forte of m. 422 (rather 
than the fortissimo of the corresponding measure in the first version). 
The subito piano of the cadence in the first version (m. 423) has again been 
deleted in the second. The same modification of the bass maintains at 
m. 428-31 as earlier at m. 305-8. Now, however, sforzandos reinforce the 
tonic, just as, in the first version, octave doubling and sforzandos height-
en the prominence of the falling fifth motive in the same measures and for-
tify the subsequent tonic pedal (see Example 28A below). 
The first version relies upon the cumulative effect of crescendo from 
mezzo forte to fortissimo (m. 428-34), as well as a dramatic ritard (m. 431-
3) to attain the structural and psychological climax of the Impromptus: 
Example 28A. Op. 5/12, m. 428-35 
In the second version, however, where the dynamic level of m. 424-46 re-
mains fortissimo, added intensity imparted by sforzandos and accents in 
m. 432-3, the climax at m. 434 is implemented by the return of the bass 
motto itself, as shown in Example 28B on the following page. 
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Example 28B. Op. 5B/10, m. 428-35 
The substitution of a tonic pedal for the falling fifth motto of the first 
version (m. 428-31) is of particular importance here, as it reserves the 
motto for its culminating presentation in octaves. The most significant 
modifications in the concluding portion of the finale have been discussed. 
Other changes are noteworthy: in the interest of greater simplicity Schu-
mann has altered the meter of the final portion from 6/8 to 2/4 (see Exam-
ple 28B above), thereby sacrificing the eighth rest in the first version, 
m. 445. He has also included phrase markings in the bass of the second 
version, m. 434-49. 
The changes in the finale, then, are of several types: structural, 
as exemplified by the elimination of two transitional measures or the al-
tered preparation of the final climax; textural, effecting a clearer tex-
ture and/or simplified execution, as in several portions of the fugal sec-
tion; notational, implementing greater clarity, as in the change of meter at 
m. 434; sonorous, resulting in a more consistent, less fluctuating dynamic 
palette with fewer extremes of dynamics. To these must be added minor 
changes which, like the change from E to Eb in m. 346, are deliberate modifi-
cations or corrections of engraving errors; other changes are less expli-
cable, perhaps themselves the result of engraving errors. 
While it is known that the composition of the Impromptus took place 
over a matter of days, between May 26 and 30, 1833 (see Chapter 2, p. 14), 
at a rapid pace typical of the young composer, it is impossible to estab-
lish the amount of time and concentration later expended upon the revisions 
or to determine how carefully Schumann considered the broader implications 
and ramifications of the changes. The following evaluation of the net re-
sult of these changes will proceed as objectively as possible, bearing in 
mind the danger of attributing to the composer intentions which did not, 
in fact, determine or condition the revisions. 
One overriding difference emerges between the two versions of the Im-
promptus: the first version is a succession of character pieces with vary-
ing and often not clearly defined relationship to the theme, some appearing 
quite loosely bound, others more rigorously so; in the second version, how-
ever, a conscious and determined effort to continually define and delineate 
the variation procedure, as distinct from the loose assemblage of character 
pieces subliminally interconnected, is manifested on all levels. It re-
veals itself in the more specific designation "Thema," in the modified tempo 
and nuance indications of the second version, in the removal of indications 
and musical gestures unclear in purpose - even recondite, in the overall 
tightening and condensing of the structure, in asserting what before was 
only implied. These elucidations are also served by the many "improvements" 
in the notation of the Impromptus. The supreme manifestation of the altered 
objective of the work are the more specific endings of six variations, the 
first, second, third, sixth, eighth, and tenth Impromptus of the second 
version, which connote an attitude of greater decisiveness in the mature 
Schumann, an attitude disallowing these pieces a margin for extra musical 
self validation. But is the composition actually improved by the more 
authoritative, objective stance of the composer-revisor? 
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On first examination it is the revised version of the Impromptus 
that exhibits the more logically continuous succession of events in the 
framework of theme and variations. Its more clearly defined grouping of 
variations according to tempo indicates a concern for a more tangible means 
of structural articulation than is apparent in the first version. Definite 
points of reference to the theme are provided by Op. 5B/4 and 7, each re-
calling the tempo of the theme. The repetition scheme of the variations 
is more standardized in the second version, both halves repeated in every 
case, with the exception of Op. 5B/l and 7 which, again, function refer-
entially, retaining the thematic ABB scheme. Where, in the first version, 
material may be altered on its repetition, the second avoids "variation 
within variation," electing, wherever possible, to restate material as lit-
erally as possible. This tendency is demonstrated by the revised theme 
itself, where m. 29-32 almost literally restate m. 17-20, as compared with 
the first version, where the disparity between the initial four measures 
and their restatement in the second half is greater. The avoidance of var-
ied repetition is apparent in the substitution of Op. 5B/3, with its pre-
cisely restated halves, for Op. 5A/4, whose second half, on repetition, is 
so vividly altered by shifts of register and rearrangement of voices. The 
concern for a more uniform scheme of repetition is nowhere more amply dem-
onstrated than in Op. 5B/6. Here eight measures of the latter part of the 
corresponding first version are deleted as undermining the bipartite struc-
ture of the theme. Literal repetition of the second half of Op. 5B/6 re-
places the varied repetition of this portion of Op. 5/7, And, of course, 
the completely unprecedented repetition scheme of Op. 5/11 could not be 
tolerated in the more orderly and logical context of the second version. 
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The elimination of all sorts of "extremes" and seeming incongruities 
from the first version of the Impromptus reflects a similar concern for 
an uninterrupted, logically unfolding design. On the highest level, 
Op. 5A/4, with its excesses of chromaticism and the density of its texture, 
provides an excellent example of apparent incongruity: situated so early 
in the composition it seems to impede the otherwise gradual infusion of 
polyphony throughout the work. This factor of disruption alone would seem 
to justify its removal, other considerations of its relation to the theme 
notwithstanding (seep. 132). While the textural density of the third, 
fifth, and eighth variations in the first version cannot be regarded as 
"extreme," its simplification in the second serves the same end: the unin-
terrupted, uncontested progress of thematic materials throughout the Im-
promptus. The deletion of eight measures in Op. 5B/6 is cited above as a 
means of maintaining the thematic structure. It is perhaps also motivated 
by an awareness of the extraneous quality of this fleeting material in 
major, seen in retrospect as an "aside," inconsistent with Schumann's more 
straightforward, "no nonsense" conception of the work. An isolated detail, 
the removal of the seemingly superfluous grace notes in m. 169-70 of Op. 5/9 
is another case in point. Schumann's assault on "incongruity" is nowhere 
better attested than in the removal of Op. 5/11 which, on first considera-
tion, appears a radical departure from all precepts of the composition, a 
' 
deterrent to its harmonic, thematic, and formal continuity. Even the over-
riding climax of the entire work, the return of the falling fifth theme in 
octaves in the finale, is tempered in the second version. Its less dramatic 
preparation and reduced dynamics connote the same avoidance of excess which 
informs so many revisions of the Impromptus. 
159 
But does an orderly, logical continuity of materials in itself con-
stitute actual "unity"? It would seem that another element is also neces-
sary, a subliminal_element of coherence less clearly definable, although, 
if present, demonstrable on musical terms. Such inner coherence is an es-
sential aspect of the composer's first "inspiration" and conditions the 
composition of the entire work. Schumann understood only too well the sig-
nificance of inspiration and intuition in his own composing. He knew that 
"unity" is a subtle phenomenon, often discernable only in retrospect (see 
his letter to Clara in Chapter 3, p. 65). We must regard it as ironic (and 
characteristic of Schumann's own inner duality) that he then, years later, 
sought to impose an even greater unity on the "confused stuff" 1 of his youth. 
Viewing the work with the greater objectivity afforded by hindsight, he could 
not (or would not) enter into its underlying, more subjective unifying pro-
cesses. It is my belief that, in betraying the original course of the Im-
promptus, with its extremes and apparent detours, Schumann sacrificed the 
inherent unity of his own intuition. In this regard let us consider further 
the omission of Op. 5/11 and altered ending of the finale in the second 
version. 
It would at first appear that the elimination of Op. 5/11 places the 
finale in a more decisive, uncontested position. It then becomes the only 
variation to depart radically from the theme. It alone must provide a sense 
of culmination and inevitability, "sum up 11 and reconcile the material of 
I 
preceding variations, resolve any remaining conflicts. Its "fugue" and sub-
sequent climax become the undisputed focal points of the composition. (Of 
1. Newman/SONATA, p. 268, note 159. 
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course, unpreceded by Op. 5/11, it is also denied the aspect of "reprise" -
that is, of the return of familiar material from more distant climes.) Yet, 
is the finale of the second version indeed a more emphatic, cumulative state-
ment than that of the first? 
It has been shown that, in the first version, the occurrence of the 
lower and upper neighbor tone is significant in the relationship of the 
individual variations to the two themes and to each other. The lower neigh-
bor, which bursts into prominence in Op. 5A/4, continues to figure through-
out the Impromptus, although challenged, especially in Op. 5/5 and 8, by 
elements of downward-resolving dissonance derived from Clara's Romanza melo-
dy. But it is the penultimate variation which actually reverses the advances 
of the lower neighbor and imposes a balance of lower and upper neighbor ges-
tures on the composition as a whole. In his revisions Schumann did much to 
de-emphasize the lower neighbor idea. In so doing he considerably mitigated 
the inherent dialectic of upward and downward-resolving dissonance in the 
first version, perhaps also alleviating the necessity to counterbalance 
the lower neighbor with the "sigh motives" of Op. 5/11 (seep. 96). 
Even more significantly, Op. 5/11 was also instrumental in developing 
Clara's melody to the fullest possible degree. The involvement, complexity, 
and extent of its treatment here were, no doubt, intended to balance the 
elaborate fugal development of the thematic bass in the finale. The strong-
est evidence in support of this theory is the manuscript sketch of the 
finale, reproduced as Example 37, p. 87. This sketch proves that Schumann 
originally intended to incorporate Op. 5/10, a variation dominated by Clara's 
theme, into the finale, directly after the fugal material, that he intended 
the presence of both themes in a dramatic confrontation or combination as a 
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culminating gesture. This must have proved impracticable, however, because 
of the so lengthy fugal development of the falling fifth motive. Schumann 
probably then recognized the need for a separate variation which gave pro-
portionate weight to Clara's theme. With its prevalence of descending 
intervals which derive from Clara's melody, as well as answer its querying 
fourths, with its elaborate and eloquent manipulation of the melody, Op. 5/11 
is the summation of Clara's theme within the context of the first version. 
Not surprisingly, the Romanza melody does not return again in its entirety. 
Its fleeting fragments at the very end of the Impromptus, then, signify not 
an instability but a peculiarly psychological potency: even though "laid to 
rest" in Op. 5/11, the Romanza is still very much "in the air." 
The removal of this important variation in the second version reserves 
for the finale the ultimate reconciliation of the two themes, treble and 
bass. The balance there is, of course, cast overwhelmingly in favor of the 
bass theme. Despite Schumann's efforts to more emphatically project Clara's 
theme in the ending of the second version, to, as it were, employ it as a 
concluding gesture, the Romanza cannot hope to prevail against the bass 
motto-subject. For all its more apparent stability in the last measures 
of the revised finale, Clara's melody is far weaker here than in the origi-
nal, where the forces of suggestion and recollection cast it into the role 
of an equal protagonist. The removal of Op. 5/11, then, results in a psy-
chological imbalance in the finale: the revised ending, therefore, is less, 
not more effective in resolving the dissonances, conflicts, and tensions 
of the Impromptus, even minimized as they are by revisions. 
In retrospect, the revisions of the Impromptus contribute less to an 
inner "unity" than to an only more apparent "continuity" in the work as a 
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whole. Genuine unity depends as much upon a dramatic substance, derived 
from a wide variety and many levels of conflict, as upon the relationship 
of materials. The many bizarre, even grotesque gestures of the first ver-
sion, including its apparent flaws, act as irritants which propel the music 
onwards. To the extent that each individual variation responds to some 
gesture in the previous, whether by correcting or balancing some extrava-
gance or expanding upon some isolated quirk, the composition gains in "im-
promptu" quality, captures the imagination of performer and listener, ful-
fills its inner necessity. The second version, in the interest of formal 
clarity and greater facility of execution, is divested of numerous and 
various levels of inconsistencies and exaggerated gestures, but nothing is 
offered in compensation for the loss. As a result, the work seems to 
promise without fulfilling, the finale to enact a resolution of non-exis-
tent conflicts. The revised edition becomes a sleekly attractive mutant 
with the appearance of superior design and aspiration, but an inner core 
of sterility is ultimately laid bare. 
The last chapter will briefly examine the revision of the Impromptus 
as a symptom of Schumann's evolving attitudes as a composer and critic. 
CHAPTER V 
CONCLUSION 
In his early creative period Schumann relied heavily upon ideas 
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which often occurred to him spontaneously in the process of improvisation. 
When, in 1845, he abandoned the practice of composing at the keyboard in 
favor of a more methodical working out of germinal ideas, Schumann adopted 
a new attitude towards composition. This attitude is marked by a desire 
for greater control over his material than that afforded by more extempora-
neous means. Schumann's familiarization with the sketchbooks of Beethoven 
could not have been an insignificant factor in this abandonment of earlier 
practices, as suggested by a letter of September 16, 1848: 
"To hit upon the right thing all in a moment, as it were, 
does not happen every day, and the sketchbooks of great 
composers, especially Beethoven, proved how long and labori-
ously they often worked over a simple melody and kept im-
proving it."l 
Attendant with his growing wariness of improvisation is a mistrust of 
the keyboard idiom itself as too subjective. In December, 1853 Schumann 
wrote to Meinardus: 
"Then cut yourself loose from the 'subjective' piano. 
Chorus and orchestra take us out of ourselves ... So 
write for orchestra, and especially for chorus ... 112 
It is not surprising, then, that the revision of early piano works 
L Wolff/ON MUSIC, p. 78. Cf. Gertler/SCHUMANN, p. 36. 
2. ibid., p. 79. 
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during the 1840's and '50's should disclose a growing concern for objec-
tivity, reflect the posture of a mature artist apologetic of the less 
polished effusions of his youth. In what might be a veiled reference to 
the fugal finale of the Impromptus (or that of its predecessor, the abor-
tive Symphony in G minor), Schumann observes: 
"Display of 'learning' betrays a first attempt, and honest 
beginners generally give us too much of a good thing. Then, 
as if the whole of counterpoint had to be eliminated from 
their systems from the start, they threaten us with the 
opening of fugues ... we are given three, four, and more 
themes superimposed one upon the other; and ultimately we 
cannot help remarking how happy the composer must be to 
have managed a return to the principal key. The writer of 
these lines understands this all too well; he knows it from 
his own experience ... 111 
However, with an irony which Dadelson considers "romantic, 112 Schumann 
seems also to have been aware at all times of the primacy of his original 
conception and the danger of "improving upon" the first inspiration. Among 
the earliest of many allusions to this issue is a diary entry of 1831: 
"whosoever has a beautiful thought, let him not worry it 
and caress it till it is vulgar and profaned, as many 
composers (like Dorn) do, calling this 'development. 1113 
Slightly later, in Master Raro's, Florestan's, and Eusebius' Journal of 
Poetry and Thought, most of which predates the Neue Zeitschrift fur Musik, 
Schumann writes: 
1. Wolff /ON MUSIC, p. 76. The passage is drawn from the article "Neue 
Symphonien f'J.r Orchester," appearing in issues of the Neue Zei tschrift filr 
Musik, dated July 12 and 16, 1839. 
2. Dadelson/FASSUNG, p. 9. 
3. Chissell/SCHUMANN, p. 7. 
"Two readings of the same work are often eq_ually good. E. 
The original one is generally the better. Raro'' 1 
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Schumann's wariness of reworking an earlier composition is reflected by 
,,, 
his later commentary on Franz Liszt's revisions of Twelve Grandes Etudes: 
"The fundamental mood on which these pieces were based has 
been retained at the outset of nearly all of them, though 
richer figures have been added, and they are more abundant 
in harmony, with greater emphasis on color; but in the 
course of the pieces so many deviations crop up in the new 
edition that the original is often entirely submerged. "2 
Appearing to intuit the propensity of the mature composer to become inflex-
ible and overly reliant upon formal devices, Schumann commented in a review 
of studies by Henselt, dated March 15, 1839: 
"nothing is more injurious to an artist than long-contained 
repose within a convenient form; in older years the power of 
creation declines, and it becomes too late to make a formal 
change, while many talents of a superior order then first 
become aware that they have only half fulfilled their task. "3 
A paradox clearly emerges in Schumann's many writings on the craft 
and aesthetics of musical composition. Warning, on the one hand, against 
the dangers of improvisation and creative anarchy, he also praises the 
virtue of spontaneity and disparages the imposition of rationalism and 
formalism upon the creative process. These two attitudes coexisted during 
Schumann's creative life, the former, however, appearing to supplant the 
1. Wolff/ON MUSIC, p. 46. 
2. ibid., p. 150. The passage, drawn from a series of reviews of piano-
forte studies in N'ZM, dates from Dec. 15, 1839, 
3. Ritter/MUSIC AND MUSICIANS, p. 321, 
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latter in later years. The most interesting manifestation of this paradox 
is the phenomenon of two versions of a number of compositions, an earlier, 
often reflecting youthful disregard for rules and forms, and a later, more 
polished version, demonstrating the ascendency of the compositional craft, 
often to the detriment of the original conception. Besides presenting a 
1 
dilemma to the performer as to which version to perform, the existence of 
two versions provides an opportunity for the comparison of earlier and later 
style periods. 
In her exploration of the structural revisions of Schumann's string 
q_uartets, Op. 41, Correll-Roesner observes that "where rhythmic changes 
occur, the final version almost always substitutes more uniformity for a 
tendency toward rhythmic variety in the sketch. This inclination towards 
a monorhythmic approach is particularly characteristic of Schumann's later 
works, and to find its conscious application in 1842 is noteworthy. 112 The 
second version of the Impromptus, where simplification of the rhythmic tex-
ture is in abundant evidence, no less amply demonstrates the tendency toward 
uniformity of rhythm so characteristic of such late piano compositions as 
Gesange der Frilhe, Op. 133/4 (see Example 1 on the following page): 
1. Dadelson/FASSUNG, p. 10, perhaps in jest, proposes that, in youth the 
performer might choose the first version; later, when sensitivity to various 
defects in the compositional craft is cultivated, he might opt for the re-
vised version. 
2. Correll-Roesner/REVISIONS, p. 88. It should be recalled that the re-
vision of the Impromptus may, in fact, have occurred in the early 1840 1 s, 
concurrent, hence, with that of the quartets. 
Example 1. 
1 
Op. 133/4, m. 1-10 
11'. 
The removal of inner voices in a number of Impromptus is also prophetic 
of and consistent with the textural homogeneity, whether homophonic or 
polyphonic, of the later works, where a general avoidance of harmonic and 
rhythmic 11counterpoint 11 maintains. Schumann's early polyphony of the 
1830's, it should be recalled, was more often a mere impression of counter-
point, arising from the rhythmic delineation of harmonic figuration, than 
an interweaving of independent voices.
2 
1. Schumann/WERKE-m, ser. 7, vol. 6, p. 120. 
2. Cf. Brown/AESTHETICS, p. 142 and Hohenemser/SCHUMANN, p. 302. 
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The revisions of the Impromptus also point to Schumann's growing 
conservatism in his treatment of the variation form, a conservatism per-
haps most dramatically illustrated by his last composition, Variations on 
an Original Theme, left incomplete in 1854. Although other factors, prin-
cipally Schumann's deteriorating health, may partially account for the 
poverty of its inspiration,
1 
the rigid adherence to the theme throughout 
the variations, the oppressive uniformity of texture within each, attest 
to the impending cul de sac of Schumann's creative thinking in regard to 
the variation, of which, in my estimation, the revisions of the Impromptus 
are an early symptom. 
Another development in Schumann's musical thinking foreshadowed by 
the revisions of Op. 5 is his growing concern for the unity of the overall 
composition, whether in the late cycles of short pieces or in works of 
symphonic proportions. To this end, variety and contrast within the in-
dividual piece or variation are eschewed in favor of large scale gestures 
of unification. In Gesange der Fruhe, for instance, the individual melody 
appears several times in each piece, either in whole or in part. In each 
piece a climax occurs twice, always on the second inversion of the tonic, 
2 
generally in conjunction with the reentry of the melodic idea. And, of 
course, thematic interrelationship among the five pieces is in evidence. 
The large scale unifying process in Gesange, then, is one of perpetual re-
statement with modification, rather than actual "development," but here, 
1. Although the theme of the work was thought by Schumann to have been 
dictated in a dream by Schubert and Mendelssohn. Cf. Meyerstein/LAST COM-
POSITIONS, p. 61. 
2. Dale/SCHUMANN, p. 70. 
as in the revised Impromptus, this mere unfolding of musical material 
provides insufficient interest to sustain the work as a whole. Dissatis-
fied with the perhaps insufficient coherence of earlier groups of pieces, 
Schumann is, nevertheless, unable to match their vividness and spontaneity 
here, while his more calculated, self conscious approach no more success-
fully implements the desired unity than does the seeming "stream of con-
sciousness" approach of his earliest works. His comparative success with 
larger forms during this latter period is outside the limits of the present 
study. 1 
Finally, the implications of the numerous revised endings of the Im-
promptus must be considered. The more emphatic conclusions of half of the 
variations in the second version are especially significant evidence of 
Schumann's development as a composer. Where the endings of the correspond-
ing variations in the first version often appear evasive and irresolute, 
reflecting a spirit of compromise between literary and musical processes, 
the stronger revised endings negate that spirit of equivocation, proclaim-
ing a serious, purely musical purpose. Nowhere is this important change 
in attitude more forcibly documented than in Schumann's own "House Rules 
and Maxims for Young Musicians," intended for publication in the didactic 
Album fur die Jugend, Op. 68 (1848), which contains the following warning 
to the aspiring composer: 
"If heaven has gifted you with a lively imagination, you will 
often, in lonely hours, sit as though spellbound at the piano-
forte, seeking to express your inner feelings in harmonies; 
you may find yourself mysteriously drawn into a magic circle 
proportionate to the degree to which the realm of harmony is 
1. See especially Truscott/EVOLUTION. 
still vague to you. These are the happiest hours of youth. 
But beware of losing yourself too often in a talent that 
will lead you to waste strength and time on shadowy pictures. 
You will only obtain mastery of form and lhe power of clear 
construction by firm strokes of the pen. " 
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One need only contrast these remarks with the following, written some ten 
years earlier: 
"Anything that happens in the world affects me; politics, for 
example, literature, people; I reflect about all these things 
in my own way - and these reflections then seek to find an 
outlet in music. This is also the reason for which so many 
of my compositions are hard to understand ... For this reason, 
too, so many other recent composers do not satisfy me, be-
cause - in addition to all their lack of professional skill -
they enlarge on lyrical commonplaces. The highest level reached 
in this type of music does not come up to the point from which 
my kind of music starts. The former may be a flower. The lat-
ter is a poem; that is, belongs to the world of the spirit ... 
stems from the consciousness of the poetic mind." 2 
In light of Schumann's widely varying aesthetic positions, the per-
former is left with a dilemma. Not only must he choose from several ver-
sions of a number of piano works, but he must also decide whether to inter-
pret the music as literally as possible, or rather to view each work as a 
"poem," a series of metaphores provided to stimulate his own creative spirit, 
a succession of guideposts to his own imagination. The performer, then, 
inherits the legacy of perpetual conflict between objective and subjective 
realities which raged within Schumann throughout his creative life. 
Rather than end my own work on such a note of irresolution, I instead 
propose a further investigation of early piano works which were later heav-
ily revised by Schumann. A thorough and detailed comparison of early and 
1. Wolff/ON MUSIC, p. 36. 
2. From a letter to Clara of April 13, 1838, ibid., p. 260. 
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later versions of such compositions as Davidsbundlertanze, Symphonic 
~ 
Etudes, and Kreisleriana, among others, would lead to a better understand-
ing of Schumann's changing attitudes toward composition than is yielded 
by an examination of a single work, the Impromptus in this case. Such a 
study should attempt to relate these revisions to specific characteristics 
and general trends in Schumann's compositions current with the revisions. 
Only in this manner can those who perform and delight in Schumann's piano 
works begin to differentiate between alterations which, imposed from with-
out, reflect an only superficial reconsideration of stylistic and pianistic 
aspects, and those informed by a more mature understanding of the inner 
workings and poetic truths inherent in each composition. 
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LECTURE-RECITAL 
TEXTUAL, STYLISTIC AND AESTHETIC PROBLEMS IN THE PERFORMANCE OF 
ROBERT SCHUMANN'S IMPROMPTUS, OP. 5 
I. Background of the Impromptus on a Theme of Clara Wieck. 
A. Origin of 
1. 
2. 
its two themes. 
The treble theme: attributed to Clara Wieck. 
[performance of Clara's Romanza] 
a. Its opening measures may have originated 
with Schumann. 
[performance of an early sketch fragment] 
b. Use of the theme in Clara's Romance Varie. 
c. Appearance of the theme in Clara's Ta.riations 
on a Theme of Robert Schumann, Op. 20. 
[performance of Schumann's theme from 
Bunte Blatter, followed by one of the 
portion of Clarj's Op. 20 that combines 
this theme in F minor with her Romanza] 
The bass theme: a four-note motto. 
a. The motto inspired by a mysterious.love 
affair. 
b. The motto possibly intended as the subject 
of a double fugue in the Intermezzi. 
c. The motto as treated in an unpublished sym-
phony in G minor. 
3. The B-A-C-H motive of the alto part of the theme 
and an early symphonic sketch. 
[performance of a portion of the sketch) 
B. The influence of Bach, the model of Beethoven. 
1. Study of Bach fugues encourages Schumann's de-
velopment of contrapuntal compositional skills. 
a. Schumann's fugue studies and sketches. 
b. His growing wariness of improvisation. 
2. Beethoven's Eroica Tariations as a model for the 
theme of the Impromptus. 
a. The compound theme of the Impromptus. 
[performance] 
b. The compound theme of the Eroica U:!riations. 
[performance] 
i. Fuller sonority of the bass theme. 
ii. The treble theme, an outgrowth of counter-
point to the bass [performance]. 
3. The Impromptus emerges a hybrid work. 
a. Variation attributes. 
i. Character variation. 
ii. Basso ostinato variation. 
b. Aspects of "character piece." 
c. Fugal properties. 
C. Revision of the Impromptus. 
1. Date, rationale, and circumstances of the re-
vision are uncertain. 
2. The second version is more commonly known and 
performed, the first often ignored or discredited. 
3. Inclusion of both versions in the Gesamtausgabe. 





eclecticism: the "poetic" versus the "academic." 
The apparent disparity between spontaneously and 
methodically composed materials. 
Orchestral origins of some of the material. 
The equivocation of "impromptu" and "variation" 
elements. 
B. Choosing a version for performance. 
1. The revised version cannot be assumed to be pre-
ferable. 
2. Is a synthesis of the two versions possible? 
a. Problems of structural imbalance. 
b. Aesthetic incompatibility of the two versions. 
III. A demonstration and interpretation of the alterations in the revised 
version. 
A. The theme: alterations with significant implications. 
[performance of the opening measures of both versions] 
1. Alteration in climax placement. 
2. Altered nonharmonic tones. 
3. A more segmented, less "through composed" effect. 
B. The third variation: the original completely abandoned, a 
new variation substituted. 
[performance of the original and substituted variations] 
1. Deemphasis of the thematic lower neighbor. 
2. A clearer texture. 
3. Structure more conformant to that of the theme. 
4. Loss of continuity with the preceding variation. 
[performance of the transition between this 
and the previous variation] 
C. The sixth variation: numerous revisions with few redeeming 
features. 
z c....O 
[performance of the sixth variation and its 
counterpart in the second version] 
1. Structural modifications undermine the autonomy 
of the original. 
a. Removal of a contrasting area in major. 
b. Emphasis of the bipartite thematic scheme 
results in oppressive repetition. 
2. Textural and sonorous changes result in a dense, 
ponderous effect. 
a. Pedal indications. 
b. Technical awkwardness. 
c. A comparison with revisions in the Symphony in 
D minor. 
D. The tenth variation, a "free fantasy" on Clara's theme, is 
simply eliminated. 
[performance of the opening of this Impromptu] 
1. A disrupted transition from this variation to the 
finale [performance]. 
2. A resulting imbalance in the emphasis of the two 
themes towards the conclusion of the Impromptus. 
a. Evidence from an extant sketch. 
3. Deemphasis of Clara's theme here requires its great-
er acknowledgement in the finale. 
E. The finale: an altered, but ultimately less successful ending. 
[performance of the concluding measures in both versions] 
1. Perfunctory treatment of Clara's theme. 
a. Its effect is diminished, not enhanced. 
b. The sense of imbalance augmented by the altered 
ending. 
c. The loss of a sense of "fantasy." 
IV. Summary: a defense of the first version. 
A. The second version strengthens the variation principle and 
undermines the "impromptu." 
1. Inner diversity of the individual Impromptu 
sacrificed for a more apparent relation to the theme. 
2. Participation by the performer in the "character" 
of each piece is discouraged. 
a. More explicit, less evocative tempo and nuance 
indications. 
B. The revisions are often inconsistent with the fundamental 
materials and processes of the composition. 
1. The changes often undermine subliminal gestures of 
unification. 
a. Transitions between variations. 
b. Treatment of nonharmonic tones. 
2. The mere unfolding of the two themes has insuf-
ficient interest to sustain the work as a whole. 
2. 2 i 
C. The first version, because of its "fantasy," encourages, 
indeed requires a greater participation by the performer. 
1. A sense of the autonomy of each Impromptu and the 
stylistic diversity of the whole can then be pro-
jected. 
[V. Performance of the first version of the Impromptus in its entirety.] 
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